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PREFACE 


I have always remembered a distinction drawn by R G Colhng- 
wood at the beginning of The Principles of Art He contrasts two 
types of theorist in the field of aesthetics the 'philosopher- 
aesthetician’ and the ‘artist-aesthetician’, and draws attention to 
the different types of error to which they are exposed If I advert 
here to these two kinds of theorist, it is because Signor Vivante 
seems to me to escape the mistakes of both, and because the dis- 
tinction may help me to elucidate his particular merit 
The philosopher-aesthetician is frequently a philosopher who 
has thought it necessary, in order to complete his philosophical 
system, to produce a volume on aesthetics The reason why he 
often fails to impress us, is because his theory appears to have no 
1 elation to our own appreciation of the arts, because he fails to 
deepemour understanding of those works of art which we do 
admire, to correct our taste when we hke the wrong things, or 
hke the right things in the wrong way, and to open our minds to 
the enjoyment of other works of art to which we have been in- 
sensitive Furthermore, his illustrations from the several arts are 
sometimes suspiciously famihar Shakespeare, Goethe and Dante 
in poetry, Michaelangelo and Leonardo in the visual arts (archi- 
tecture IS less often appealed to), Bach and Beethoven in music, 
they have all been called upon to digmfy a dubious theory We 
sometimes even wonder whether the philosopher had ever read 
poetry, or looked at paintings or hstened to music with an inno- 
cent eye and ear, and surrendered himself to enjoyment, before 
he started to construct his aesthetics We may mistrust any theory 
of art which takes no account of the art of various societies, how- 
ever remote, and of the art of different ages, including our own 
period And we may wonder whether a wider knowledge, and 
a finer sensibihty, might not have compelled some modification 
of the theory 
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The ‘artist-aesthetician’, on the other hand, may rely too much 
upon his sensibility to compensate for his ignorance of philo- 
sophy, and, upon a sohd foundation of experience, he may erect 
a very jfhmsy theory He starts from those works of art which he 
admires, and tiies to elaborate a theory which will show what all 
these works have in common — ^why, in short, it is right to hke 
these and wrong to hke those which do not interest him He may 
want to justify his enthusiasm for early Chinese pottery, the 
wood carvings of the Solomon Islands, and the produce of the 
studios of his friends If he himself practises some art, he will be 
strongly moved to direct other artists to practise, and the pubhc 
to applaud, those styles that he thinks right for his own time and 
the immediate future He had better be candid about this for it 
IS a necessary and laudable task He should not be ashamed of 
exalting neglected artists of the past or of other languages and 
civilizations, even above their merit, in order to call attention to 
their value, if he is convinced that these are the most profitable 
subjects of study, and the best possible influences upon his own 
contemporaries andjumois Nor should he be afraid of mocking 
established reputations for similar reasons He is only astray, 
when he attempts to identify what is best for his own time with 
what IS best umversally and always, when, in other words, he 
pretends to erect a theory good for all time upon his perception 
of what IS needed for the present 
If the ^artist-aesthetician’ is not himself an artist, but rather a 
critic and connoisseur, he is still more in danger of conf unding 
the criteria for a particular fashion, with criteria fox all times and 
places Now fashion is not to be despised We are all, and I think 
rightly, responsive to it Every age must have its own tastes, and 
It may find, m reviewing the art of the past, that the styles which 
it finds most sympathetic, most closely akin to the style the -age 
needs for its own expression, are not those to which the previous 
generation most warmly responded But the critic who confuses 
the roles of advocate and judge, m his championship of a particu- 
lar type of art, can be as narrow a dogmatist as the philosopher- 
aesthetician who pretends to reveal the meaning of art without 
having had the aesthetic experience 

Signor Vivante is, as his other works attest, primarily a philo- 
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sopher But a study of the several chapters of this book will show 
that he has not mustered his poets merely to testify on his behalf, 
but that his knowledge and love of poetry, and of English poetry 
especially, have antedated and provoked the theory And in 
return, his theory itself, if accepted, must ajffect deeply our read- 
ing not only of the poets examined but others In the first place, 
his choice of poets is not itself a literary valuation He has simply, 
and wisely, made use of those whom he knows best A different 
selection of poets might have served his turn equally well, but 
It is probably good for the readei to find, among these poets, 
some whom he had alwavs regarded as second-rate He may be 
surprised to find Elizabeth Bairett Browning, and Wilde and 
Longfellow (though I myself consider Longfellow underrated) 

If I find the first two of these three poets mferioi, it is on grounds 
of literary criticism (as well as because of personal taste), which 
have nothing to do with Signor Vivante’s thesis What matters 
here, is whether they do or do not, whatever their shortcomings, 
provide evidence, and what matteis most is that Signor Vwante 
read and enjoyed the work of all these poets for its own sake, that 
he has not studied poetry in ordei to provide evidence for a 
thesis, but that the thesis issues out of his reading of the poets 
whose work he has enjoyed 

While this IS a philosophical work, and not a mere senes of 
studies in poetry, the aptness of the illustrations imphes that the 
theory throws light on the work of the poets who are called into 
the witness-box for it So while the more philosophically- 
minded reader will read the book in the order in wluch it is 
presented, and endeavour to grasp the leading ideas before ex- 
amimng the evidence, the reader whose piimary interest is m 
poetry can begin with the chapters on the poets, or even with the 
chapters^deahng with those poets whose work he knows best 
he will, I think, be impelled to turn to the chapters in which the 
author’s thesis and conclusions are stated Whether he does or 
not, he will have been shown, m a new light, the poetry of 
poets whom he thought he already understood 

There are at least two important conclusions, of value for our 
appreciation of poetry, to which I wish to call attention The 
first IS the estabhshment of a distinction between what we may 
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call ‘poetic thought’ and ‘the thought of the poet’ In the short 
but densely packed chapter on Coleridge, Signor Vivante dis- 
tinguishes between that poet’s ‘poetical insight into self-activity’ 
and his more systematic thought (and on the next page, page 123, 
throws out a most interesting suggestion, in relation to the Itahan 
quattrocento, about the way in which a current of hving philo- 
sophical thought may be of use to the poet) He is not, of course, 
in this chapter, concerned with Coleridge’s philosophical prose, 
but he observes sigmficantly 

‘But, as regal ds Coleridge’s own poetry, we may sometimes 
doubt, while perusing it, whether it found a help and not a draw- 
back in the fact that perhaps the mam centre of his philosophical 
interest was outside his poems ’ 

And at the beginmng of the next paragraph 

‘It might even be jocosely said of Coleridge, that his poetry, 
aware of the dangers of a divided interest, tried to find an escape 
from philosophy in — magic ’ 

And the few quotations which Signor Vivante gives from Cole- 
ridge’s poems aie none of them from the three more ‘magical’ 
poems most often read But it is in the essay on Shelley — an essay 
which has brought me to a new and more sympathetic apprecia- 
tion ofthat poet — that the distmction appears most clearly Sig- 
nor Vivante find^ Shelley’s poetic thought, not in the pohtical 
and sociaFviews inspiring ‘Prometheus Unbound’ (or the Notes 
to ‘Queen Mab’), or in the literary history of the ‘philosophy of 
love’ to be found in ‘Epipsychidion’, but in recurrent insights 
which turn up again and again m Shelley’s poetly These in- 
sights are what may be called the proper thinking of Shelley’s 
poetry 

The distinction which Signor Vivante estabhshes ought, I 
think, to deter thoughtful readers from inquiring of a* poet (if 
hvmg) what he meant by any paiticular poem Those who ask the 
/question assume that a poem is a poetical dressing up, or disgmse, 

^ of something which can be put equivalently in simple straight- 
forward terms, and, if the poet cannot put it in other terms — the 
' terms in which a student to be examined on a poem thinks that 
he can satisfy his examiners — conclude, either that it is of the 
nature of poetry to be ‘meamngless’, or else that the meamng is to 
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be found by probing into the unconscious mind, or the con- 
cealed biography of the author 
Signor Vivante disposes of the enoi of supposing that a poem 
can be explained by the author, and the error of supposing that 
a poem has no meamng, and he also contradicts the assumption 
that all poetry can be explained by investigation of the uncon- 
scious Still more important, I think, than his distinction between 
poetic thought and the poet’s thinking about or around his poetic 
thought, IS his a&mation — I believe of capital importance — that 
there is in poetry a genuine creative activity That something 
comes into being which is new — in the sense that it cannot be 
explained by hterary or other influences, or by infantile expeii- 
ence that the poet has chosen to forget, or by racial memories 
and myths of which he is unaware 
‘But Shakespeare’s works have, in this lespect, the merit of 
being the strongest bulwark against modern psychology So 
long as Shakespeare continues to have influence on the Enghsh 
language, it will be duficult for Enghsh-speakmg people to for- 
get the soul for the complexes, the instincts, the subconscious, the 
unconscious, or the tropisms Indeed, the same well-deserving 
quahty^ or influence, can be ascribed to all poetry But as regards 
Shakespeare, it is in a particularly high degree that the non- 
composite principle of subjectivity shows, as it were, under our 
very eyes, its ahsolutely inherent richness and depth.’ 

I ought also to call attention to Signor Vivante’s speculations 
on the nature of ‘sensation’ and on the isolation of sensation from 
thought (in which he joins issue with Collmgwood) But I have 
wished to hmit my prefatory presentation to what readers may 
be prepared to accept from a literary critic who is neither philo- 
sopher nor psychologist, and I have said enough, I think, to give 
the assu nee that this book is one which deserves the close study 
of both philosophers and students of poetiy 


T S Eliot 
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INTRODUCTION 


' e consaousness of a prmaple of inward light — an original, 
self-active principle, which characterizes life and spontaneity as 
contrasted with mechanism — ^has found in English poetry one of 
Its richest and highest expressions The concept of an active prin- 
ciple, not entirely derivable from its conditions, has been, under 
jfferent names, the mam object of philosophical studies for over 
two thousand years, yet this concept of self-activity reveals and 
develops itself m poetry in a supremely genume and direct way, 
which is deserving of consideration 
Before examinmg, however, the single poems and words in 
which the active principle is imphed, and ehcited, and deepened 
in its mtrinsic character, and before showing how there is m the 
poems themselves, in this respect, a claim to ultimate truth which 
IS, as I maintain, justified, and which is essential to their poetical 
value, I must ask the reader who disclaims the name of philoso- 
pher for a httle patience, for I must point out some fundamental 
conceptions which form the basis of this research 
At first sight, the materiahstic point of view seems correct, 
only those things are real of which the anatomy can be drawn 
But if we look closer, we find that there is a reahty which can- 
not be identified with its objective and in some respects endlessly 
divisible aspect of existence The transparency or unity of a mo- 
ment of comprehension, for mstance, cannot, without our losing 
It altogether, be traced to its conditions, either ideal or material, 
which call for further analysis, at the same time it cannot be ex- 
plamed away as an illusion I will summarize a few arguments 
which support this view 

(i) Any sensation — ^any moment of sentiency whatever — con- 
stitutes a umty which cannot be seized pomt by point 

This unity, moreover, cannot be explamed by reference to the 
small, even mfimtesimal size of the stimulus-field, it cannot be 
attributed to the narrowing of the many stimuli in one pomt In 
fact It seems that this pomt ought always to be subject to our 
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claim for divisibility and that it could be a point only relatively, 
and, at any rate, we do not see m it any reason for psychic unity 

(2) What exists m a determinate objective way cannot account 
for the umty of an act of thought Objectively existent elements, 
be they mental presentments objectively conceived, or external 
material objects, could contact, pull and push each other, but 
could never constitute the mnei transparency^ of any moment of 
consaousness or sentiency The harmomous development of a 
thought and its constant, ever-renewed umty can be explained 
or made mtelhgible only through the conception of an actual 
cause, which does not work either from the past, or from the 
outside a present value of actuahzation, mtelhgibly one and 
manifold, contammg a prmaple of mterpretation of our whole 
psyche, implymg, for instance, a value of novelty, and umque- 
ness, and mdividuahty, and the deep sense of its mtrmsic neces- 
sity, and developing its logical richness from withm 

(3) The whole world of the existents — determmed, objective 
existents, whether ideal or matenal, whether immobile or m 
actual motion — caimot present us with anything self-active, but 
only with repercussions m the hnks of a chain For what exists 
objectively does not reqmre to be called into bemg, aryd what 
does not exist, cannot act thus effort, in a world of mere objec- 
tive existents, would be a sheer absurdity 

(4) The fact may be recalled that, even as regards the physical 
sciences, the scheme of objective multiphcity, or of external con- 
ditionality, has lost Its exhaustive sigmficance 

(5) Yet the previous arguments are almost purely negative, 
they point out the msuffiaency of the objectively determined 
aspect of reality to account for mental phenomena They show 
that It cannot be considered as the supreme ontological test But 
we have also a direct knowledge of a reahty which wejtnay call 
‘m-objective’, a reahty which is always ahead of its form qua 
formed, and the essence of which is to escape its very self m so 
far as It IS objectively identified The mdetermmate and potential 

1 1 someames use the word ‘transparency’, in preference to ‘unity’, in order 
to convey that the very prmaple of mental unity (as I mamtam) must be under- 
stood as a sensible reality, that is, a reahty of expenence, or empirical, and not 
as a prmaple of synthesis only abstractly — however necessarily— inferred 
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(positively, powerfully potential) character of activity is indeed 
immediately felt and known It accounts immediately and in- 
teUigibly for the many-in'-one and for the present infimty which 
characterizes mental hfe It is not the abstractly inferred, still less 
the non-phenomenal or super-phenomenal condition of the syn- 
thesis of thought, It cieates, it is this synthesis We know it, for 
instance, in any act whatever which we conceive and feel as, in 
given circumstances, endlessly possible, in the actual infimty of 
freedom, m the simphcity of a thought 

Our psyche is, in the fust place, a umty of quahties intimately, 
logically, related This umty and these kinships aie neither a fiction 
nor a provisional statement, they are grounded in the intrinsic 
nature of an original causal principle And when poets speak of 
quahties and values as real (not provisionaUv, or merely prag- 
matically, but ultimately real), they are deceivmg neither them- 
selves nor otheis They are disclosing, as I intend to show' in these 
pages, the spiritual essence I have just mentioned The strength 
of their words hes above all m a deepening reahzation of the^ 
spirit I mamtam that all literary value is also a philosophical 
achievement, that there is no trace of beauty which is not a re- 
flection — and a discovery — of the intrinsic natuie of inner bemg 

At the same time I hope to render more exphcit and, as it were, 
to refine, in and through the study of its poetical expressions, this 
concept of an origmal causal principle, and to lay bare its prob- 
lems and difficulties 

I have chosen for my study the poets whom I have constantly 
or more frequently read my choice does not claim to be a judge- 
ment of their value, nor of that of the poets whom I have not 
mentioned I leave my notes in a form w’’hich is m some respects 
analogous to that of a philosophical diaiy This use of independ- 
ent annotations presents some advantages not only for the wniter, 
but perhaps also for the ends of the research itself, especially in so 
far as it allows for the reiterated expression — a repetition, but 
also, in this matter, a kind of test — of the same truth (or what is 
intended to be such) in connection with shghtly different prob- 
lems 
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chapter i 


WILLIAM SHAKESPEARE 

1564-1616 


THE COMPLETE WORKS OF WILLIAM SHAKESPEARE, edited by 
W J Craig At the Clarendon Press, Oxford 


I Joy and sorrow, m Shakespeare’s poetry, are not pleasant or 
unpleasant things to be either sought or avoided they are active 
principles, full of inward purposiveness 

Let us consider first the original joy, self-active and pnmal 

O Hehcanus ' strike me, honour’d sir. 

Give me a gash, put me to present pain. 

Lest this great sea ofjo)s rushmg upon me 
O’erbear the shores of my mortahty. 

And drown me with their sweetness 

Pericles, V, 1, 192 

Joy IS sigmfied as real at its face-value It is felt and expressed as 
a motive-value which, in its deep mtnnsic character, echpses the 
particular self Self, and form, are overcome and almost destroyed, 
by this power ofjoy, so much so that, since form is indispensable 
to and co-essential with being, we are in danger of falhng mto 
absolute nothingness and death 
The same joy, overcommg m a high degree external objec- 
tivity and multiphcity, and findmg in a kind of nothingness (‘a 
wild of nothmg’ ) its supreme strength, is expressed in the follow- 
mg bnes 

And there is such confusion m my powers. 

Where every something, bemg blent together, 
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Turns to a wild of nothing, save of joy, 

Express’d or not express’d 

The Merchant ofVemce, III, u, 178, 182 

We find here also, both the obliteration of the self and the tend- 
ency to overcome form itself— any item of external objectivity 
imphed m it, and any form whatever In fact, objective multi- 
phaty, and expiession itself, may in many ways be at wai "with 
the onginal freedom of joy and its inherent actual infimty 
Joy, realinitself, self-sustaimng, self-imposing, a danngnovelty 
of hfe, and, by very reason of its hve originahty, felt as a self- 
transcendmg prmciple, is expressed, with a different shade of 
meamng, in the following hnes 

Never did captive with a freer heart 
Cast off his chains of bondage and embiace 
His golden uncontroll’d enfianchisement. 

More than my dancing soul doth celebrate 
This feast of battle with mine adversary 

King Richard the Second, I, m, 88 

Joy IS both a value of self-reahzation and a value of inhmty By 
‘self-reahzation’ I do not mean the assertion of the particular self, 
I mean realization — or, m other words, ‘actuahzation’, ‘material- 
ization’ — ^as an original value and power, as somethmg which is 
not the mere result of its antecedents and its conditions The in- 
fimty inherent in it is already mtelhgible and logically imphed m 
the feeling of the non-predeterminedness of this vffue and power, 
that IS to say, in its immediately potent' aZ character, m its freedom 
But a deeper infimty hes m what we may further describe as the 
mtnnsic character of this motive-value of self-reahzation namely, 
m so far as it is felt as a principle, whose leahzation, just because 
of the mwardness or the non-denvative character of its cause, is 
felt as capable of infimte new and yet kmdred reahzations, as pre- 
sumably umversal and eternal This deeper infimty is generally 
known and felt as a value of universality But when there is some- 
thmg more mtensely creative in the umty and simphaty of the 
act of thought, then the concept of creativity and time, and that 
of an endless, never complete, transcendence of temporal mul- 
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tiplicity, are in a higher degree implied, and we may rather speak 
— as language itself suggests — and we speak rightly, of a value of 
eternity, and also of a moment of glory 

When in disgrace with fortune and men’s eyes 
I all alone beweep my outcast state, 

And trouble deaf heaven with my bootless cries, 

And look upon myself, and curse my fate. 

Yet in these thoughts myself almost despising. 

Haply I think on thee, — and then my state. 

Like to the lark at break of day arising 

Fiom sullen eaith, sings hymns at heaven’s gate, 

Sonnet XXIX 

This light IS at one and the same time joy, and love, and song, 
and height, it is all these things at once as in Shelley’s ‘Skylark’, 
or in Dante’s ‘Paradise’ and ‘Vita Nuova’ It is glory — ^namely 
thought reahzed in its infimte luminous oiigin It is born of des- 
pondency, of the dissatisfaction which is the measure of a soul’s 
value Whether the piimal cause be actuahzation itself, or in- 
herent hmitless longing for it, is a hard question — so much are 
the tw (5 aspects intimately related and ultimately inseparable 

2 The endeavour to look, not foi hfe, but for the very prin- 
ciple of hfe, to go deep into the quality as possessing in itself its 
principle, to seize in it an ultimate substance and povrer, is wit- 
nessed by some expressions, reminding us of others not dissimilar 
for which Enghsh poetry shov s a particular hkmg Such expres- 
sions, I mean, as these ‘in my heart of heart’ {Hamlet, III, n, 78), 
‘the soul of love’ {A Midbummcr-Nighf s Dream, II, 1, 182), joy’s 
soul’ {Troilus and Cressida, I, 11 311), cf also, for instance, the 
verse 

To see his daughter, all his life’s delight 

Pericles, IV, iv, 12 

where delight is identically object and cause, yet it is above ail the 
latter, if they are to be distingmshed 

The original and irreducible element is seized in the following 
hnes 
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And thus the native hue of resolution 
Is sickhed o’er with the pale cast of thought, 

Hamlet, III, i, 84 ^ 

3 The moment of realization, which we just now called joy, is 
essentially transitory Form, expression, actuahzation, perfection, 
entelechy, consaousness-takmg-shape — or by whatever name we 
describe this supremely positive moment in psychic activity — 
have their value, their onginal power, their very existence, only 
in their novelty, in the making Thought must be immediately a 
power to be, ever-mitiaUy infimte in its possibihty It must be a 
thinkmg In so far as it is form qua formed it loses its trans- 
parency, Its unity. Its infimty, its claim to absoluteness, 1 e its 
vital claim to overcoming or discountmg its relativity, even by 
only recogmzing it, it is no thought at all This conception finds 
Its clear expression in the words of one of Shakespeare’s charac- 
ters, the poet, the friend of Timon of Athens, who says 

our gentle flame 

Provokes itself, and like the current flies 
Each bound it chafes 

my free drift 

Halts not particularly, but moves itself 
In a wide sea of wax no leveU’d mahce 
Infects one comma in the course I hold. 

But flies an eagle flight, bold and forth on. 

Leaving no tract behind 

Timon of Athens, 1 , 1, 23, 46 

‘ our gentle flame Provokes itself’ These words could be 
mterpreted as an approximate truth, without any meat what- 
ever, almost a truism, referring to a world of mere exisstents, and 
meamng or implymg that the ‘gentle flame’ firstly exists and 
then ‘provokes itself’ But more probably these words are sug- 
gested, brought forth immediately, by the poetical reahty itself, 
here described by the poet, m its deeper and truer character This 
IS mdicated m the hues themselves The gentle flame ‘flies Each 

1 In this and m the foUowing quotations, unless otherwise stated, the italics are 
mine 
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bound It chafes’ The word ‘bound’, fitly used to mean ‘form’ — 
the form qm formed — w ould hardly be suggested or come upon, 
were we not ultimately concerned with the original reaction 
against the Imtt (‘bound’), against the objective or objectified 
reahty, the finite and hfeless paiticularity, which peipctually 
haunts and pursues form itself in its ver} realization 

Halts not particularly ’ The object (i e , any particular 
object whatever) is not entirely lacking But, as the beneficent 
man cannot do good merely for the sake of charitv itself, or for 
the grace of God, but needs a real love for and faith in the object 
— a real love for the individual creature he helps, a leal faith lii 
the usefulness of his particular act — or else he loses that very 
grace, in like manner the poet or the artist must beheve in the 
objects w’hich are the subject-niattei of his thought, and yet it is 
not m these objects that the cause, and the value, and the beauty 
of his woik he Ultimately, in the poet’s or the artist’s w ork, not 
the particular event, but the peienmal and primil chaiactei of 
self-activuy, from which it takes its qualities, must be paramount 
bold and forth on, Leaving no tract behind ’ The activity 
of thought IS at the apex of the present, it tnakes the present It 
infinitely absorbs the past in its creative novelty In fact, had we 
to identify the really active (creative, original) element of activity 
with something already existent, which, so to say, acts, and 
which ought to explain this original moment, in the last analysis 
this could never be found and should be altogcthei denied 
‘No leveU’d mahee’ AU extrinsic action of the will, w^hichuses 
mental presentments as means, is incompatible with their intimate 
logic and power 

In a wide sea of wax’ As the sculptor impresses shades and 
hghts immediately in the docile clay, as, more exactly, lights and 
shades mipress themselves immediately on the material of ex~ 
pression m like mannci artistic oi poetical thought must be sup- 
posed to find also in the physiological conditions of the brain a 
highly plastic, ductile mateiial, whose precise form is not pre- 
existent 

The difference between thinking and thouqht (as past participle) , 
betw^een natura naturans and natura naturata, has been, as is well 
known, one of the most fertile of conceptions throughout the 
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history of philosophy But philosophers, while developing this 
conception, have stretched and distorted it, in order to apply it 
to explain, or rather explain away, the problem of matter, and 
they have at the same time forgotten or even demed it where it is 
most frmtftil, in the study of artistic, logical and ethical activity 
For instance, thought, as a past participle, imphes distinction be- 
tween the thinker and what is thought, between subject and ob- 
ject, while thinking does not essentially contain this distinction — 
not even in its highest expressions, either in art, or in the most 
creative work of science as well Yet either the inapphcabihty of 
this distinction or the overcoming of it has not been admitted m 
what IS misleadingly called the ‘empirical subject’, i e , m the 
world of experience The approach of the poet to the problem 
of the formative nature of psychic reahty is, in my opimon, more 
immediately and purely cognitive and less biased 

Shakespeare employs the word ‘performance’ preasely to de- 
signate the moment of the form formed In the same play the 
painter, also a friend of Timon, says 

Promising is the very air o’ the time, it opens the 
eyes of expectation, performance is ever the duller for 
his act, performance is a kind of will or testament 
which argues a great sickness m his judgment that makes 

it 

Tmon of Athens, V, i, 25 

The same conception — namely, that intimate creative novelty 
IS essential to value — ^is bnefly expressed in the verse 

Thmgs won are done, joy’s soul hes in the domg 

Troths and Cresstda, I, u, 311 

4 The motto, ‘Quod me aht me extinguit’ {Pencle'., JI, n, 33)^ 
epitomizes Shakespeare’s view on the essentially new and tran- 
sient character of original value This motto, ‘That which nour- 
ishes or exalts me makes me die, kills me’, with reference to the 
spintual essence we are considering, has a mamfold meamng 

^ It must be noticed, however, that the scene m which the motto is ated is 
doubtfully attnbuted to Shakespeare Cf E K Chambers, William Shakespeare, 
1930, Vol 1, p 481 
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More precisely, this extinction has a threefold sense (i) The death 
of the particular self Original value, in its immediate quahty of 
potency and in its deeply intrinsic, and primal, chaiacter, obhter- 
ates the particular self Not only does it echpsc this self, it pierces 
deeply into it and destroys it, turning each item of it into a string 
of Its instrument — ^into a medium for the interpietation and ex- 
pression of Itself and of any reahty whatever (2) Not only does 
the particular subject dissolve itself and become absorbed in the 
supreme immanent value of activity in the making Whatever 
form this original value takes is an obstacle to the reahzation of 
Its infinite intrinsic character Value, howevei, does not exist 
without foim, that is to say, without a begmmng, a glimmer, of 
consciousness Hence it dies just because of its essential longing for 
formlessness, because of its freedom, or potency It is not only the 
particular self that suffers, that veiy value, in which this self is 
merged, runs to its destruction The higher it is, the more it is 
threatened by formlessness and extinction (3) Activity may be 
prone to be dependent as far as possible on its conditions and 
fixed ends, or relatively immutable, abstractly fiixed, blindly 
idolized objects of the will But the formative principle which 
has Its i:ausc in its formative value itself, for that veiy reason, 
must either renew itself 01 cease to be, and the hght of its origin 
may be moie hable to fail just because of its purity and essential 
novelty Therefore — ^to recapitulate — ^he who lives onomally is 
famihar with the thought of death, because his particular self is 
felt as but fuel to the original flame, and because he is identified 
with a value of infimtv which essentially strives for formlessness 
and for extinction, and because, moreover, he must be ever born 
anew, or else cease to be 

5 Th^ essentially transitory character of actualization, as well 
as the idea that life holds death in its core, not only in the external 
aspects of natural processes, but intimately and originally, is very 
often sigmfied m Shakespeare’s poetry It is pointed out in its 
comparatively external aspect, for instance in the passages 

(Duke) For women are as roses, whose fair flower 

Bemg once display’d, doth fall that very hour 
II 
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{Viola) And so they axe alas, that they are so, 

To die, even when they to perfection grow' 

Twelfth Night, II, iv, 38 

When I consider every thing that grows 
Holds in perfection but a httle moment, 

Sonnet XV 

Yet It IS generally the immanent value of this moment that 
Shakespeare emphasizes, when life is exalted by the thought of 
death, and finds in death itself its crown of perfection and a kmd 
of expression of its self-transcendent character 

’Tis strange that death should sing 

Km^ John, V, vu, 20 

That which smgs is our hberation from our particular aims as 
such, and the feeling of a present infinitude, impersonated m the 
thought of death, more than that, it is the very annihilation of 
form and self— this annihilation as a positive powerful reahty, 
condittomng and making the simphcity of the new moment, 
higlily creative and utterly one The object for which we are 
strivmg, or the reason why death is faced or met, is no doubt 
essential but it would be qiute a different thing if it did not 
constitute, m the umty of the act, almost a means of expression 
of this felt present etermty 

6 The kinship of values just referred to — how the thought of 
death, and death itself and formlessness as himt-concepts, he m 
the very nature of subjective being — ^is ehated above all, as might 
be expected, when love constitutes the subject-matter of poetry; 
though poetical or artistic thought does not differ v^ry much 
from love in this respect, and poets, when speakmg of love, most 
often mterpret the experience of their whole hfe 

The death of the self, somethmg escapmg foim and existence 
altogether, to the hmit, the reveahng and embodying of self- 
activity as a principle, full of mtrmsic character or eternity these 
are mtimately related values, which blend and express themselves 
m the foUowmg hnes 
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death, I fear me, 

S wounding destruction, or some joy too fine. 

Too subtle-potent, tun’d too sharp in sweetness 
For the capacity of my ruder powers 

Tfoilus and Cresstda, III, u, 21 

Cf also m this connection Venus and Adorns, 413, 496 
The formative principle, which yearns for form, but is extinct 
with form, may even find, in the simphcity and puiity and all- 
conquering presence of death, both the onginal mdeternunacy 
and the new form, the Beloved 


If I must die, 

I will encounter darkness as a bnde, 

And hug it in mine arms 

Measure for Measure, III, 1, 81 

7 Self-sacrifice does not represent precisely the essence of love 
Love’s original value and motive, on the other hand, does not 
precisely he m the object — either the beloved person, or that 
which IS done for her or him The essence of love, its original 
value and power, lies in the ever-new discovery and reahzation 
of the intrinsic or eternal character of self-actmt) This feehng of 
hfe as a principle, however, though it is the very substance of love, 
IS obviously not its exclusive and distinctive feature, it is known 
in every value of umversahty (Cf below, § 18 ) 

Self-sacrifice may be an aspect of love, a way to it, or a con- 
sequence of it, or a medium for its expression — a medium which 
IS contnbutive and, m a certain respect, essential to its reahtV 
And it may consist either in the destruction of the self, a kind of 
holocaust, or m subordination and service Every reahzation 
either of that self-effacement or of this bond, through wider 
space and time, promised or carried out, is a stronger means of 
expression and a stronger realization of love’s present eternity 
Self-sacrifice may mean the surrender of one’s pnde The very 
hardness and pride of the beloved, on the other hand, who makes 
herself or himself the centre of the umverse, may be an essential 
element in love’s cruel play, constituting, as it were, the ‘new 
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form’ m wludi the lover is driven and lost Self-renunaation 
may mvolve the surrender even of the most radical, logical and 
ethical claims of our being Then it is or may be degradation, m 
strange confusion and contradiction with the value of height 
which IS mseparable from the reahzation of the primal and self- 
transcendmg character of activity Yet whatever form self-sacn- 
fice takes, it obtams its quahty from the supreme identification, 
iwhich IS Its cause To try to reach love by startmg from self- 
mortification would be a stenle play — ^if love, or the yearmng 
for love (which is a kmd of love) were not there first Now these 
as'pects of love are all expressed by Shakespeare as real and active 
in their apparent quality They are not resolved mto particular 
orgamzations, such as instmcts, or complexes, or the ‘as yet un- 
known’ (as It IS said) but very promising mtricaaes of the nervous 
system They meige in the humility which hes at the root of all 
chanty, of all gentleness, of all real strength 
The idea, for mstance, of ‘service’ in love is expressed in the 
foUowmg passages 

The very mstant that I saw you did 
My heart fly to your service. 

The Tempest, HI, c, 64 

I dare not say I take you, but I give 
Me and my service, ever whilst I hve. 

Into your gmding power 

All's Well That Ends Well, H, m, 109 

had [I] force and knowledge 
More than was ever man’s, I would not pnze them 
Without her love for her employ them aU, 
Commend them and condemn them to her service 
Or to their own perdition 

The Winter's Tale, IV, m, 387 

{Phehe) tell this youth what ’ns to love 
(Silvius) It IS to be ^ made of sighs and tears. 

It IS to be all made of faith and service. 

It IS to be aU made of fantasy. 

All made of passion, and aU made of wishes, 
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All adoration, duty, and observance, 

A]l»humbleness, all patience, and impatience. 

All purity, all tnal, all obeisance, 

As You Lihe It, V, ii, 90, 96, loi 

The essential point that self-demal is more poignant when even 
the lover’s logical and ethical self is affected — and denied — 
through the absurd, or proud, or ciuel will of the beloved (as 
imaged by the lover himself) is expressed, for mstance, in the 
following lines 

iLet me be ta’en, let me be put to death, 

1 1 am content, so thou wilt have it so 

Romeo and Juliet, III, v, 17 

Methought a serpent eat my heart awa) , 

And you sat smiling at his cruel prey 

A Mtdsummer-NigM s Dream, II, 11, 14.9 

Or, more intimately 

Nay, if you read this line, remember not 
The hand that writ it, for I love you so, 

That I in your sweet thoughts would be foigot. 

If thinking on me then should make you woe 

Sonnet LXXI 

Such IS my love, to thee I so belong, 

That for thy right myself will bear all wrong 

Sonnet LXXXVIII 

Eventually self-demal turns into self-abasement and degrada- 
tion 

Use me but as your spamel, spurn me, strike me, 
Neglect me, lose me, only give me leave. 

Unworthy as I am, to follow you 

A Midsummer-^Night^ s Dream, II, 1, 205 

8 Self-sacrifice (I said above) cannot be stiictly identified wnth 
the very essence of love And the song pierces more directly into 
and signifies this very essence namely, a present etermty, born, 
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as I maintain, of the deep experience of the intrinsic character of 
a self-causmg prinaple, a yearmng for an infinite identity 
through time and space This in different respects 

Etermty was in our hps and eyes, 

Antony and Cleopatra I, m, 35 

The inherent infimte of the sweet luminous sensuous quahties 
blends with an even more powerful infimte and aptly expresses 
It (Cf also Romeo and Juliet, III, ui, 37 ) 

By aU your vows of love, and that great vow 

Which did mcorporate and make us one, 

Julius Caesar, H, 1, 273 

And do not seek 

To bear your gnefs yourself and leave me out. 

As You Like It, I, in, 105 

Every difference in carrying on the burden of life, every exclu- 
sion from It, as much as any privilege, denies that infim te identi- 
fication with the other or others which constitutes the very prin- 
ciple of love And every hmit to this endless identity in the cause 
(that IS, in and through the intrinsic nature of an onginal cause) 
IS felt as utterly destructive of love itself 

9 How does this claim foi and this value of etermty fit m with 
the transitory character of love^ The creative and essentially tran- 
sitory novelty m love, as well as m all ongmal value, as it has been 
already pointed out, is foremost m Shakespeare’s thought For 
instance, again, m strict connection with love’s passion 

O spirit of love' how qmck and fresh art thou, 
nought enters there. 

But falls mto abatement and low price. 

Even m a nunute 

Twelfth Night, 1, 1, 9 

But fundamentally there is no contradiction What is deeply 
felt as ongmal, as heing-in-the-making, as having m this actuality 
Its cause, is felt as if it should be m all times and places and con- 
ditions ongmal, because of somethmg inalienable m this on ginal 
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character itself Yet this eternity, of which I am speaking, and 
which IS expressly mentioned in one of the passages just quoted, 
IS not a factual etermty, but only a presumption of it and a claim 
for It It has in factual eternity or everlastmgness a medium of 
expression On the other hand, it means far more, in a certain 
respect, than factual etermty Everlastingness in itself does not in 
the least possess such value 

Eternity hes in the very acme of novelty It is an aspect of 
creativity, of the fact of there being anythmg that is self-caused 
Or to say the same thing in different words the intrinsic or 
eternal, i e the principle, of free dom lies in freedom itself, in its_ 
ever-fresh selfrxeah^tion^t^nd not vice versa This is the arduous 
yet far-reaching truth which underhes the apparent contradiction 
(cf Chapter VIII, § 24) 

10 Some other essential aspects of love’s passion are the fol- 
lowing Not unhhe thought’s activity in art, it is felt as every- 
where original in the objects themselves They are no longer 
objects, they are alive in their quahty, calling, singing, joining m 
one single choir 

Sit, Jessica look, how the floor of heaven 
Is thick inlaid with patines of bright gold 
There’s not the smallest orb which thou behold’st 
But in his motion hke an angel sings. 

The Merchant of Venue, V, 1, 58 

It IS a value -above joy and pain In fact joy’ and ‘pain’ and 
sorrow and happiness generally concern, to a ceitam extent, the 
self, which IS transcended by love It is the full immanence of 
value All claims for the useful and the everlasting are not only, 
are not precisely, forgotten, rather they are overcome and nulli- 
fi.ed OurVery claim for transcendence is, as it seems, most radi- 
cally appeased, absolved 

but come what sorrow can. 

It cannot countervail the exchange of joy 
That one short minute gives me m her sight 

Romeo and Juliet, 11 , vi, 3 

Cf also Cymbeltne, 1 , 1, 135 

c 
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If It were now to die, 

’Twere now to be most happy, for I fear * 

My soul hath her content so absolute 

Othello, II, 1, 192 

Cf Second Part of King Henry the Sixth, 1 , 1, 35 

The original element may be represented not only as defying 
temporal and spacial multiplicity, but as showing its constancy, 
as It were, in an mward direction This character of intimacy of 
love IS reflected in the Ime 

It IS my soul that calls upon my name 

Romeo and Juliet, 11 , u, 164 

That voice calls from the depth of his being This is awakened, 
recogmzed in its mward truth It is as if through this recogmtion, 
and renewal, the intimate and perennial source of Ins hfe were 
revealed to him 

II The creative novelty which is essential to value — ^to origmal 
value, not to value as conventional or utihtaiian, as the abstiact 
object of an externally constiuctive will — ^is naturally expressed 
in and thiough the image, both externally and inwaKjly con- 
ceived, of budding, and that of morning, and gives to them their 
poetical and their ontological significance They depend on and, 
on the other hand, witness the reahty of this moment of original 
indeterminacy, of undefiled possibihty, of virgimty, of compre- 
hension, the creative and supremely potential moment In fact, 
were it not for this, the power and frequency of these images m 
poetry could hardly be understood Set aside the consideration 
that the grace of things in their birth and their first purity would 
not be perceived, if it were not first a quahty of our mental syn- 
thesis which IS revealed in and through them 

The irresolute hour of becoming is expressed, for mstance, m 
the hnes 

how this spring of love resembleth 
The uncertain glory of an April day. 

Which now shows aU the beauty of the sun, 

And by and by a cloud takes all away^ 

The Two Gentlemen of Verona, 1 , 111, 84 
18 



WILLIAM SHAKESPEARE 


Here is a beautiful personification of the first hour of day 

Modest as morning when she coldly eyes 
The youthful Phoebus 

Troilus and Cresstda, I, ui, 229 

‘Modesty’ and ‘coldness’, m the shade of meamng in which they 
here appear, belong to the still undisclosed highly potential mo- 
ment, to the uncompromised, spotless, silent infinity, 01 mdeter-- 
mtnacy — all names for the same actual value of potency, to some- 
thing imtial, and primal, and vast, in the original cause, waiting 
for form, and yet shrinking from it, still too fai, as it were, from 
form Itself to hear its immediate call and to umte with the rich 
world of matter and show its own power and fecundity The 
two above-mentioned quahties, as they are represented in the 
hnes just quoted, constitute, each of them, a discovery m, a 
deepenmg of, the intrinsic nature of subjective being Therefore 
they are felt as ‘umversals’, or (if I may be allowed this use of the 
word) as ‘infimtivcs’, through which the very principle of hfe is 
radically and most widely interpreted and infimtely present, and 
in which we seem to commune with all nature They are the 
leaven of poetry Yet, in their naked reahty, they would lack 
external objectivity, which is also an essential irrepressible claim 
of the spirit, inseparable fxom form itself Personification here fills 
the gap — aUow'S this one-sidedness in the spirit’s umty and in- 
tegrity to disappear The power and value of the verse, howevei, 
hes in the infinitive, and the persomfication is hardly anything 
more than a dehcate means of expression merged m it Or else, as 
frequently happens, bereft of this real and highl} reveahng ele- 
ment which justifies it, the personification becomes a rhetorical 
figure 

Here is jnother persomfication of the first hour of day 

^ and jocund day 

^1 Stands tiptoe on the misty mountain tops 

Romeo and Juliet, III, v, 9 

The inward hght, in its initial secret richness and infinite pio- 
misc, gives the hght-rays their quahties, no doubt, also in the 
hne 


19 



WILLIAM SHAKESPEARE 

Lo ! in the orient when the gracious hght 

Sonnet VII 

The image of the bud — ^the qualities evoked and embodied in 
It and by it — ^is almost a constant motive-value in Shakespeare’s 
poetry Let us gather some examples 

As chaste as is the bud ere it be blown, 

Much Ado About Nothing, IV, i, 58 

As IS the bud bit with an envious worm. 

Ere he can spread his sweet leaves to the air, 

Romeo and Juliet, 1 , 1, 156 

For canker vice the sweetest buds doth love. 

And thou present’st a pure unstained prime 

Sonnet LXX 

My unblown flowers, new-appearmg sweets. 

King Richard the Third, IV, iv, 10 

See also. The Two Gentlemen of Verona, I, 1, 42, King Henry the 
Eighth, III, 11, 352-3, Hamlet, I, m, 39, A Lover s Complaint, 75 
Compare also the hnes 

Never so much as in a thought unborn* 

Did I offend 

As You Like It, 1 , 111, 54 

The words ‘unborn’, ‘unblown’, ‘new-appearing’, ‘new’, ‘chaste’, 
‘unstained’, ‘sweet’, and (in the passages referred to only) ‘fresh’, 
‘tender’, are certainly denved, in part, from ouf external experi- 
ences, but this IS rather their occasional derivation They have their 
first and perpetual ongin and meamng from the very quality of 
the mental synthesis, from the mental synthesis in one or the 
other of its radical aspects or moments — ^without which things 
would not have for us any quahty whatever, and which these 
very words both imply and reveal And it is the proper character 
of poetical thought to vindicate this primal factor in the forma- 
tion of language 

12 If joy, at Its face-value, is an ultimately real and active 
quahty, so is sorrow, in Shakespeare’s hnes 
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Most subject is the fattest soil to weeds, 

And he 

Is overspread with them therefore my grief 
Stretches itself beyond the hour of death 

Second Part of King Henry the Fourth, IV, iv, 54 

Sorrow is all-penetrative and all-inclusive it explores and in- 
fimtely extends the future, in ordei to co\er it all with shade 
Nothing IS left in the soul, except this greedy, exacting infimty 

Fear not, ’tis empty of all things but grief, 

Cymbelme, III, iv, 71 

Sorrow searches closely and minutely into things absent, each 
of which becomes, through very ahetice, a wider and mtenser 
present reahty 

If I were mad, I should forget my son. 

Or madly think a babe of clouts were he 
I am not mad too well, too w’ell I feel 
The different plague of each calamity 

King John, III, iv, 57 

Cf Id, id, 93 

It is made the active subject of the proposition, or of the verse, 
both grammatically and logically 

Oui griefs, and not our manners, reason now 

Id , IV, 111, 29 

The present iiifimty of sorrow — ^the actively, vitally infinite 
character of its very quality — ^is again expressed in the following 
lines 

Why tell you me of moderation^ 

The giief IS fine, full, perfect, that I taste. 

If I could temporize with my affection, 

Trothis and Cressida, IV, iv, 2 

My love admits no quahfying dross. 

No more my grief, 

Id , id , 9 

All form becomes discordant with the dumb immensity of 
sorrow, with its utter emptiness, with its formlessness 
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This music mads me let it sound no moie, 

For though it have holp madmen to theit wits, 

In me it seems it will make wise men mad 
Yet blessmg on his heait that gives it me ^ 

For ’tis a sign of love, and love to Richard 
Is a strange brooch m this all-hating world 

King Richard the Second, V, v, 6i 


The mdefimteness of the very sensation of weight, and, as I 
maintain, the actively infimte character inherent in it,^ concur, 
with other elements, to make of the sense of weight, and of the 
words related to it, an apt means of expression of soriow 


’tis all men’s ofSce to speak patience 
To those that wring under the load of soriow, 

Much Ado About Nothing, V, i, 27. 


Compare also 


Under love’s heavy burden do I sink 

Romeo and Juliet, I, iv, 22 


Yet the moment of extreme indeterminacy and lack and want 
of form, as it may be known m sorrow, is most forcibly and sig- 
mficantly expiessed by the words ‘nothing’ and ‘heavy nothing’ 
as used in the following passages 

{Bushy) Each substance of a grief hath twenty shadows, 
r Which show like grief itself, but are not so 


(Queen) It may be so, but yet my inward soul 
Persuades me it is otherwise howe’er it be, 

I cannot but be sad, so heavy sad 

As, though in thinking on no thought I think^. 

Makes me with heavy nothing faint and shrink 

King Richard the Second, II, 11, 14, 28 


Present fears 
Are less than horrible imagimngs, 

My thought, whose murder yet is but fantastical, 

^ Cf Chapter XVIII, 4, 3-5 
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Shakes so my single state of man that function 
Is smother’d in surmise, and nothing is 
But what is not 

Macbeth, I, iii, 137 

Indeed, a fundamental and inexhaustible truth is here implied 
and expressed potentiahty is more real and stronger than actu- 
ahty Itself This is true, however, in so far as psychic reahty is 
concerned, perhaps also, hypothetically, in so far as physical 
reahty is held to be not entirel-) exhausted in its objective aspect 
For in the w’orld of mere objective existence, of mere existcnts 
conditionally related, that is rightly defined as potential’ which 
in fact does not exist 

13 Obviously, by the idea or feehng of ‘nothing’, I do not 
mean that sheei nothingness is sigmfied, but the thought of it, 
nothingness in so far as it is thought 01 felt In like manner, ‘form- 
lessness’ must not be understood in an absolute sense, but as a 
liimt-concept In fact, there is no value, foi all that we know’ or 
can conceive, without a beginning of form And this implies in 
Its turn,*as I think, an element of objective existence or external 
multiphcity And also, when in Shakespeaie’s W’ords we think of 
‘violent delights’ which ‘in their triumph die’ {Romeo and Juliet, 
II, VI, 9), w’hat mattcis is not diiecth sheer death, but the thought 
or the foieshadowing of death, ‘death’ as felt, whether sheer 
death actually ibllows or not The same for ‘mght’ what is 
meant is mght’ as perceived, as qualified by thought 01 sense 
When Shakespeare speaks of crude objective death the lan- 
guage and the images he uses are qmte diflferent 

Ay, but to die, and go we know not where, 

To he in cold obstiuction and to rot, 

This sensible warm motion to become 
A kneaded clod, 

Measure for Measure, III, 1, 116 

When that tins body did contain a spint, 

A kingdom for it was too small a bound, 
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But now, two paces of the vilest earth 
Is room enough 

First Part of King Henry the Fourth, V, iv, 89 

(Joan of Arc) Him that thou magmfiest with all these titles, 

Stinking and fly-blown hes here at our feet 

First Part of King Henry the Sixth, IV, vii, 75 

Yet obviously ‘death’, ‘mght’, ‘nothingness’, and ‘emptiness’, 
and ‘formlessness’, when they are made a symbol or a means of 
expression of the original indeterminacy, become the opposite, 
in a certain respect, of their objective reahty, or unreahty 

14 This essential moment of the mental synthesis may be 
identified, in its barest, extreme aspect, with that unsatisfied and 
infinite, intimate demand, without form or answer, lymg deep 
as hfe, or, as it were, deeper than hfe — ^which is sometimes de- 
scribed as ‘tedium’ The idolaters of abstractly fixed objects of 
the will, and the slaves of utihty, and the easily satisfied, hardly 
know this tediousness But he who has lost his faith in the objects, 
yet needs to replace it with a truer faith, his soul secretly longing 
for a high justification in hfe’s harsh ways, and most purely de- 
pends on the hght and novelty of the spirit — and especially the 
poet — ^is hkely to be famihar with this condition Shakespeare’s 
Muse rarely dwells upon it, but it is this bare primal want and 
unanswered questiomng that is sigmfied in the following hnes 

How weary, stale, flat, and unprofitable 

Seem to me all the uses of this world 

Hamlet, 1 , 11, 133 

Life IS as tedious as a twice-told tale. 

King John, III, iv, 108 

or with another shade of meaning, where the form, or the need 
for it, is already more ahve or less hopeless 

how want of love tormenteth 

Venus and Adonis, 202 
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The feeling of tediousncss obviously is not a paiticular morbid 
state, as shallow thinking would have it, it icflccls an unexpressed 
intimate demand m which our being and destiny aic deeply in- 
volved, and It may be the seed of generous deeds and daring 
actions 


What pleasure, sir, find vve in life, to lock it 
From action and adventure^ 

Cyfubeline, IV, iv, 2 


15 Psychic indeterminacy — the moment of the longing for 
form, of the questioning — acquires a qmte different value when 
it IS neither crudely divoiced from form, beieft of anv answer 
whatever, nor violated in its boundless viituality and vital umtv 
Night, and twihght, and moonhght, suggest and embod\ the 
subjective principle m this higlilv potential character and piimal 
value — ^non-composite, infinitely possible and real, extending to 
the remotest boundaries, and profoundl} one The day — sharply 
outhned visible objects — ma) efface all sense of a present infinity 
and of a common principle in the qualities of the things per- 
ceived or in the tilings themselves It ma\ s)mbolize cither the 
moment of objective multiplicity, or the fullness of form \ ciging 
on pride and exclusion and ciude forgetfulness These and other 
aspects of night, day and twihght, widelv significant precisely 
because of the spiritual foundation into which we arc searching, 
and which they reveal, are represented in the following passages 
01 fragments ^ 


That all the woild will be in love with mght, 

^nd pay no worship to the garish sun 

Romeo and Juliet, III, 11, 24 

The gaudy, blabbing, and remorseful day 
Is crept into the bosom of the sea, 

And now loud-howling wolves arouse the jades 
That drag the tragic melancholy night. 

Second Part of King Henry the Sixth, IV, 1, i 
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the night’s dead silence 

Will weU become such sweet-complaimng grievance 
The Two Gentlemen of Verona^ III, ii, 85 

In me thou see’st the twihght of such day 
As after sunset fadeth in the west, 

Which by and by black night doth take away, 

Death’s second self, 

Sonnet LXXIII 

Compare also 

The moon methinks, looks with a watery eye, 

And when she weeps, weeps every httle flower. 
Lamenting some enforced chastity 

4 Midsummer-Night's Dream, III, 1, 207 

16 Words may express piesent infinity both because of the 
unlimited character of the quality they denote, and because this 
quahty is also concerned otheiwise with radical — and therefore, 
presumably, universal — aspects of hfe and nature It must how- 
ever be emphasized that they do not owe their poetical-cognitive 
value and their umversahty to an abstract and general character, 
but to the fact that the quahty expressed is felt as belonging m 
some way to the essence of being, as co-extensive with it, and 
therefore as widely, infmitely interpietative and comprehensive, 
and, moreover, to the fact that the main interest hes in the quahty 
in Itself and for itself, rather than m the particular objects and 
aims that are sigmfied through the medium of the quahty For 
instance 

O sleep ^ O gentle sleep ^ 

Nature’s soft nurse. 

Second Part of King Henry the Fourth, 4 II, 1, 5 

Methought I heard a voice cry ‘Sleep no more^ 
Macbeth does murder sleep’, the mnocent sleep, 

Sleep . 

Balm of hurt minds, great nature’s second course, 
Chief nounsher in hfe’s feast, 

Macbeth, II, n, 36, 40. 
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'' jEnjoy the honey-heavy dew of slumber 

Julttis Caaat, II, i, 230 

Yet ‘sleep’ — like ‘death’, and ‘mght’ — stiU to a certain extent 
owes Its beauty and meaning to an infinitude and purity of 
which It IS made the expression and symbol, apart from that 
which IS supposed to be m itself 

Kneehng befoie this ruin of sweet life, 

Kmg John, IV, ui, 65 

The image owes in part its depth and wideness to this use of the 
word ‘hfe’, at one and the same time because of its radical sig- 
nificance and because of its oiiginil value of indeterminacy and 
endless possibihty ‘Life’ is not here, as I say, an abstract or 
merely general concept, the result of an extrinsic selective pro- 
cess, constructed, composite, but a hvmg quahty — ^not weaker, 
but stronger, just because of its highly indeterminate character 
Compare also the following hnes 

John hath seiz’d Arthur, and it cannot be. 

That whiles warm hfe plavs in that infant’s veins 

Id, III, IV, 13 1 

Cf Mea<ivrefor Measure, III, 1, iiS,Jnhth Caesar, V, \ , 73 
The word ‘growth’ may play almost the same logical r6le as 
the word ‘hfe’ 


Infect the sound pine and divert his grain 
Tortive and errant from his course of growth 

Troths and Cresstda, I, m, 8 

A value of immanent or intrinsic purposiveness is heie expressed 
m Its subjectively radical and nature-wide sigmficance 

In the follo-wing hne, ‘prodigality’ is another name for life’s 
rich, harmonious, deep spontaneity, and, again, it is not an ab- 
stract noun It IS spintuaUy concrete, and shares with the entire 
expression in calhng us into a value of wide transparency and 
depth 
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Fram’d, in the prodigahty of nature, 

King Richard the Third, I, ii, 245 

The last passages quoted, it is woith while to notice, aie charac- 
teristically, in a high measure, Shakespearian 

Most frequently it is through the comparison of two things 
that the common essential quahty is happily ehcited and em- 
bodied Sweetness, foi mstance, and freshness, znd purity, are called 
up m their deep-reachmg and infimte interpretative power in and 
through the ever-new comparison between a girl and a flower 

Death lies on her hke an untimely frost 
Upon the sweetest flower of all the field 

Romeo and Juliet, IV, v, 28 

The word ‘soul’ is often used to render a quahty in a high 
degree self-substantial, self-sustaimng, active, and to endue it 
with a value which is not confined to a particular case, to recog- 
mze in it an mahenable, intrinsic character, a reahty ex principle 
— ^as, for mstance, in the following hne 

There is some soul of goodness in things evil 

King Henry the Fifth, IV, 1, 4 

17 All these words and modes of expression betray and reveal 
an urge for depth and umveisahty of meamng But the word 
which IS in the same respect, so to say, the greatest ‘potentiahzer’ 
in Shakespeare’s language is the word ‘nature’, as may be seen m 
some of the hnes just quoted, and in such expressions as ‘Against 
the use of nature’ {Macbeth, I, m, 137), ‘Turn’d wdd m nature’ 
{id , II, IV, 16), ‘Macbeth Shall hve the lease of nature’ {id , IV, 1, 
98), ‘diminutives of nature’ {Troilus and Cresstda, V, 1, 39), and 
in many more examples 

Shakespeare expounds also in a more exphcit way Kis general 
idea about nature — ^which supports and m some way explains so 
wide a use of the word — ^m the foUowmg passages 

Yet nature is made better by no mean 
But nature makes that mean 

The Winter’s Tale, IV, m, 89 


Cf also Id , IV, m, 96 
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Common mother, thou, 

whose womb unmeasurable, and infinite breast. 
Teems, aud feeds all, whose self-same mettle. 

Whereof thy proud child, arrogant man, is puff’d. 
Engenders the black toad and adder blue, 

^he glided newt and eyeless veiiom’d worm, 

Ttmon of Athens, IV, ui, 178 

Yet what here certainly belongs to direct poetical knowledge, 
rather than to Shakespeare’s reconstructive thought, lies m a 
value of universahty, of extreme detachment from whatever is 
too strictly human, in one’s identification with origmal causahty 
m its impersonal character 

18 Many aspects of dead and living nature may constitute a 
vehicle for expressing and knowing the powerfully potential, 
and self-transcendent, and, in a sense, form-transcendent charac- 
ter of subjective being But when the infinite identity in the 
cause, that is to say, in the very origmahty and intrinsic character 
of self-actmty, not only transcends the objective particularity of 
things and of our experiences in gencial, but overcomes the 
sharp separation and conflicts between hving individuals, then 
we are concerned not only with comprehension, but with com- 
munion, not only with truth, but with charity, and with other 
moral values, and ethical — ^rather than logical — ‘umversals’ (Tre- 
, I mean, for it is stiH a matter of proportion, and there 
is no categorical distinction a feeling of commumon with all 
creatures hes still in the logical ‘umversal’, e g , m contemplation, 
in truth Itself) Now it is worth noticing that, m Shakespeare’s 
poetical knowledge, nature is not so indifferent to good and evil, 
as might*be inferred from the passage last quoted He sees in 
nature a core of tenderness, which lies even deeper than pride 
and cruelty This is his interpretation of nature, from an ethical 
point of view 

One touch of nature makes the whole world km, 

Troilus and Cresstda, III, ui, 175 
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Nature here seems to be identified with the actual cause, in which 
all kinships have their focus and their perpetual souice 
Compare also 

make thick my blood, 

Stop up the access and passage to remorse, 

That no compunctious visttmgs of nature 
^Shake my fell purpose, 

Macbeth, I, v, 44 
He loves us not. 

He wants the natural touch, for the poor wren, 

The most diminutive of birds, will fight — 

Her young ones in her nest — against the owl 

Id, IV, u, 8 

If thou hast nature m thee, bear it not, 

Hamlet, I, v, 81 

Cf also The Winter^ s Tale, I, n, 152, Third Part of Ktng Henry the 
Sixth, II, 11, 18, and the hne 

No beast so fierce but knows some touch of pity 

King Richard the Third, 1 , 11, 71 

19 The word ‘chanty’ can be used more aptly with reference 
to especially human problems but pity is the most essential and 
comprehensive word and concept to describe the reahzation of 
hfe as a principle in and through one’s contact with other hving 
beings, the hghtmng-hke discovery of a keen identity It is rooted 
m sentiency itself 

Pity foi ammals is not infrequently a subject-matter or rather 
a motive of poetry m Shakespeare’s works 

r 

As I for praise alone now seek to spill 

The poor deer’s blood, that my heart means no ill 

Loves Labour s Lost, IV, i, 34. 

Here, moreover, the social, m a sense, is impressively opposed to 
the human, an opposition which hes deep in the very structure 
of subjective bcm Cf. below, § 36 
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And as the butcher takes away the calf, 

And binds the wretch, and beats it when it strays, 
Bearing it to the bloody slaughter-house, 

Even so, remorseless, have they borne him hence. 

And as the dam runs lowing up and down, 

* Second Part of King Henry the Sixth, III, i, 210 

Cf also As You Like It, II, 1, 22-68, Titus Andronicus, III, 11, 60, 
Pencles, IV, 1, 76 When we describe, through ourselves, creatures 
very remote from us, so much the more does the feeling of a 
recogmzed common quality seem to reach deep into the source 
of our being This conveys a thought of vast comprehensiveness 
and depth, which blends with the ethical aspect of the same urge 
for an identity ex principle 

In duty there is a value of self-transcendency which inclines to 
repress or to ignore even itself, 1 e , this verj" value itself and all 
feehngs, masmuch as there is in them a Imgenng whatever m 
form or value The particular self acquires a stronger relief than 
in love and contemplation, while at the same time it is thinned, 
dematerialized as it were, absorbed m and by the self-transcend- 
ent chaiacter of the will This wiU is no longer identified with 
value, but sets it up as an extrinsic end The sharp will makes 
duty obviously different from other forms of self-renunciation, 
but substantiallv it depends on the same principle Shakespeare 
IS always watchful for such kinships 

God bless- 4 iee^ and put meekness in thv mind, 

Love, charity, obedience, and true duty 

King Richard the Third, II, 11, 107 

These different terms are not put together in virtue of a number 
of obscure Jinks, but are intelhgiblv born of one and the same 
spiritual essence ^ 

the queen that bore thee, 

Oft’ner upon her knees than on her feet. 

Died every day she hv’d Fare thee well^ 

Macbeth, IV, 111, 109 

^ Cf my Notes on the Originality of Thought, § 57 

31 



WILLIAM SHAKESPEARE 


Tins IS certainly not the ‘hving death’ (cf Richard the Third, I, u, 
153) of the lover, yet it reflects the same high logic of love 
Such kinships in the original knot of values are also asserted 
by Shakespeare m a more exphat way 

And who can sever love from charity? ^ 

Love’s Labour s Lost, IV, in, 365 


Cf Id , IV, in, 346, The Merchant of Venice, V, 1, 79 (quoted 
below, § 29) 

The very law of charity is imphed and as it were seized in the 
bUovnng words 

I am a man 

^ More sinn’d against than sinning 

King Lear, III, u, 59 




In fact, every favour of fortune breaks the infimte identity with 
all creatures, which is the foundation of the ethical umversal, and 
all penance and bearmg of the cross, and especially the suffered 
wrong, may restore it 

‘Pity’ (cf ‘sacred pity’. As You Like It, H, vu, 123) is the 
favourite term to express the ethical universal ‘Mercy’ is an- 
other Cf The Merchant of Venice, IV, 1, 193 , Measure for Measure, 
n, u, 58-63 

The logico-ethical essence of reason, a value of spiritual ob- 
jectivity — quite a different thing from the abstractly objective 
pomt of view — ^a value of infimte and infimtely impersonal 
identification with reahty, and with hving beHtgs espeaally, and 
with their conflicting interests, is many times sigmfied (cf , for 
example. Measure for Measure, II, u, 64) 

The idea is often expressed or imphed that real strength does 
not he m self-assertion and aggressiveness, much less in ostenta- 
tion, but in a virtual and yet present value, exceeding one’s own 
particular interest 

Thrice is he arm’d that hath his quarrel just. 

Second Part of King Henry the Sixth, III, u, 233 

Cf Richard the Third, V, u, 17, Id , V, m, 241, King Richard the 
Second, 11 , 1, 174-6 
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20 In Shakespeare’s plays treason, deceit and error are found 
at every step Their particular forms, not their principle, may be 
considered as relative to a given time and place Treason, for 
instance, is a bieach of that unity, which is another name fpr 
activity lu Its most elementary potential charactei, and which is 
supremely real This ‘breach’ is searchingl-y described, for in- 
stance 

And wiU you rent our ancient love asunder, 

To join with men in scorning your poor friend^ 

A Midsimmer‘-Nioh{ s Dream, III, ii, 215 

i 

The hght which lays treason open to view is the reahty of 
spirit The voice which unmasks it is strong as hfe and blessed, 
even in its helplessness 

The Moor’s abus’d by some most villanous kna\e, 

Othello, IV, n, 139 

The moment in which ‘earthlv things made even’ ‘atone to- 
gether’ IS explicitly mentioned (cf As You Like It, V, iv, 116) 

Good and evil aie not for Shakespeare mere relative concepts. 
I refer, naturally, to his poetical thought and knowledge For we 
hardly know his comtructwe or reconstructive thought — in which 
It may be that he was not very much superior to psychologists 
in general 

liis heroes of evil do not convev the impression of the uncon- 
scious vulgarity and one-sidcdness which we meet m real wicked- 
ness There is sometlnng subtle in or about their w^ords w^hich 
discounts their one-sidedness, while recognizing it as such In- 
deed, they assent even too much to the good, while speaking 
about It m accordance with the general standard of language 
When an author is really c^mcal and lacking some chord in his 
instrument, he is immediately recogmzed, and here this is not 
the case One-sided or defective is, it seems to me, in Coriolanus 
and m Julius Caesar, the contempt for the unlearned multitude — 
in so far as it should be extended also, at any rate, to the learned 
and favoured multitude, or, again, the concept of pohtical free- 
dom But this IS readily seen, if I am not mistaken 
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21 Grace is another, perhaps the highest, name £or the spirit, 
111 Shakespeare’s language as well This term, both m its classical 
and in its Christian associations, evokes the simphcity of the 
origmal cause, its inherent richness of kindred aspects, none of 
which can be considered separately without some effqrt or arti- 
fice, Its inviolable, ineradicable harmony, its superior wisdom 
Grace is one with freedom in its fullest display, with its depth, 
the eternal in it It lies at the root of hfe and of its mystery 
Bereft of this inward light of grace, hfe is utterly undone, noth- 
ing IS left, unless it is ‘that idiot, laughter ’ (cf King JohUy 
III, lu, 45) The counterpart o( grace, in Shakespeare’s language, 
is deformity Never does Shakespeare depict more forcibly the 
ethical principle, the good, than when he represents it, negatively, 
through the lack of grace 

for, from this instant, 

There’s nothing serious in mortality, 

All IS but toys, renown and grace is dead, 

Macbeth, II, 111, 99 


Out, out, brief candle ^ 
Life’s but a walking shadow, a poor player 
That struts and frets his hour upon the stage, 
And then is heard no more, it is a tale 
Told by an idiot, full of sound and fury, 
Signifying nothing 


Compare also 


Id , V, V, 23 


Proper deformity seems not in the fiend 
So horrid as in woman 

King Lear, IV^, 11, 60 


We may rightly consider woman as, in her outhne, less definitely 
and sharply sculptured and, as it were, sohdified than man, as 
not representing or symbohzing the moment of the form qua 
formed, farther from it than man — therefore more readily moved 
by a spirit of sweet, wide and rich comprehension, nearer to the 
core of ‘tenderness’ m nature, in which is contained the secret of 
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nature’s primal creativeness This is not the last ontologically 
significant reason why poets see or expect to see in her the im- 
manent spirit, grace^ and an embodiment of the eternal principle 
Itself 


Though all things foul would wear the blows of grace, 

Yet grace must still look so 

Maibeth, IV, in, 22 

Neither counterfeit of grace, nor grace employed to disgraceful 
ends, can affect its original value, its intrinsic, self-substantial 
quahty No crime, no use of evil deeds, is powerful enough to 
cancel its ultimate genuine leahty Its \aluc is not piagmatically 
grounded 

Compare for the use of the term ‘grace’, Rotueo and Juliet, II, 
111, 27 (quoted below, § 36) Compaie also the following passage 
(John of Lancaster addresses Richard Scroop, the Archbishop of 
York, who is ‘misusing’ ‘the reverence’ of his place, and reminds 
him how he had been to all of them — ‘to us’ — ^the man ‘deep’ 
‘within the books of God’ ) 

To us, the speaker in his parliament, 

To us the imagin’d voice of God himself. 

The very openei and intelhgcnccr 
Between the grace the sanctities of heaven 
And our dull workings 

Second Part of King Henry the Fourth, IV, 11, 18 

y 

\/ 

22 Individuahty may be understood to mean, or to depend 
upon, different things (i) The particularity of the self, its gwen 
physical and mental organization, and other given conditions, 
with their limitations, weighing on the present, rather than being 
absorbed by it This is form qva formed, pioperly called ‘par- 
ticularity’, not ‘individuality’ (2) Foim — actuahzation — ^in the 
moment of its exclusiveness, pride, cruelty (3) But individuality, 
in Its deeper meaning, has its souice in the very creativity and 
spirituahty of self-activity Firstly, we may infer it from the very 
essential novelty of the act, its non-predetermmate character, inas- 
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much as it breaks the inert chain of the conditions determimng 
each other accordmg to an indifferent, umform necessity But 
we know this — namely, that individuahty and original causahty 
imply each other — more intimately and intelhgibly The over- 
coming of the hunt, and of any linut whatever, the overcoming of 
the conditions^ belongs to the very nature of subjective being ^ It 
is acutely felt as the source of all value of umversahty Yet it is 
identical with the source of that value of uniqueness — of every act 
of thought, logical, ethical or practical — which constitutes the 
very essence of mdividuality It is the immanent cause of the 
essentially new, unreachable and incomparable character of the 
act In the feehng of our individuahty we hate to be compared 
either to others, or even to ourselves (in any moment whatever 
of our past or future) Original indeterminacy is untranslatable 
in objective terms, which alone can be superimposed and exactly 
compared, it is m some sense ineffable This principle of indi- 
viduahty and intimacy is reflected in the words of Hamlet, and 
makes them pregnant with mearung, where he says 

you would pluck out the heart of my mystery, 

Hamlet y III, ii, 388 

Compare also, Id, I, u, 85, and the hne (Hector speaking to 
Achilles) 

But there’s more m me than thou understand’st 

Ttoilus and Cfessida, IV, v, 239 

yR.esponsibility also, and on the same ground, shares in the 
ongin and essence of mdividuah^ And at the same time re- 
sponsibihty and its other aspect, remorse, show once more that 
the urge for umversahty and the urge for intimacy 'and for in- 
dividuahty are vitally one In the bnef subtle moment in which 
the ever potential quahty of freedom can exert itself, there the 
locus of the spirit, its reahty, hes She inammate elements of 
nature may be employed, by way of contrast, to ehcit this reahty 
or the hopeless want of it 


^ Cf Introductum 
36 



WILLIAM SHAKESPEARE 


Nor ram, wmd, thunder, fire, are my daughters 

Kuig Lear, III, u, 15. 

Shakespeare’s characters are sometimes eagerly searching for this 
subtle moment m which there may be responsibihty 

How oft the sight of means to do ill deeds 
Makes ill deeds done * Hadst not thou been by, 

A fellow by the hand of nature mark’d. 

Quoted and sign’d to do a deed of shame. 

King John, IV, u, 219 

Compare also Id, id , 231, King Richard the Third, II, 1, 107 
A really strong mdividuahty depends m the highest measure 
on the independence of one’s conscience, on what we may define 
as Its deep immanent value We may m our judgements rely on 
the judgements of other people, on our conscience as confiimed 
by ‘our outward consaences’ {Henry the Fifth, IV, 1, 8), or we 
may need to feel its mtrmsic truth reflected or embodied m some 
symbol, for which we may look m the past, or m the future, or 
m God Obviously, one’s mdependence may be made easier 
through lack of conscience, blind pride, and so on But when this 
IS not the case, the more one’s consaence docs not depend on 
external rules and standards, but on its inward truth, the more is 
mdividuahty emphasized and realized Tins inward truth is in- 
deed a value of umveisality its essence hes in the immediate 
feeling of an original, intrinsic or eternal character in the nature 
of inner being, blit, at one and the same time, this value of 
present eteimty, this full immanence of value m the fleetmg mo- 
ment, makes individuahty 

I have spirit to do anything that appears not 
fotil m the truth of my spirit 

Measure for Measure, III, 1, 211 

Were it not that this concept of mward truth is founded m the 
intrinsic nature of mner being, these words, I think, and especi- 
ally such an expression as ‘ in the truth of my spirit’, could 
never have been either used or formed, m any language what- 
ever 
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23 Immanence of value is a constant and as it were exultant, 
triumphing note all through Shakespeare’s plays We find value 
absolutely present, self-dependent, in pnde itself 

I have no brother, I am like no brother, 

And this word love’, which greybeards call divine, 

Be resident in men hke one another 
And not in me I am myself alone 

Third Part of King Henry the Sixth, V, vi, 80 

Let the Volsces 

Plough Rome, and harrow Italy, I’ll never 
Be such a goshng to obey instinct, but stand 
As if a man were author of himself 
And knew no other kin 

Conolanus, V, 111, 33 

Cf also Id , II, 11, 132, Othello, 1 , 1, 59 An arbitrary, externally 
constructive wiU, m other woids, abstiact freedom, freedom 
bereft as far as possible of depth, of its intrinsic character, of all 
intrinsic or extrinsic content, is expressed in its immediate value 
This pride sounds rather like a boast In the following lines pride 
IS exphcitly described 

But nature never fram’d a woman’s heart 
Of proudei stuff than that of Beatrice, 

Disdain and scorn ride sparkhng m her eyes. 
Misprising what they look on, ^ 

Much Ado About Nothing, III, 1, 49 

In the following passage, ‘pride’ is no more meant to describe 
a one-sided attitude 

how these vain weak nails 
May tear a passage through the flinty ribs 
Of this hard world, my ragged prison walls, 

And, for they cannot, die in their own pride 

King Richard the Second, V, v, 19 

Here pride has nothing selfish in itself Rather it seems to depict 
naked hfe, its desperate effort, its ultimate claim and substance 
Self-rejoicing cruelty is depicted in the followmg passage 
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And I, to make thee mad, do mock thee thus 
Stamp, rave, and fiet, that I may sing and dance 

Third Part of King Henry the Sixth, I, iv, 90 

M[mmanence of value m the instant moment, in the fleeting 
moment, involving and absolving a higher claim 

we have no friend 
But resolution, and the briefest end 

Antony and Cleopitra, IV xiii, 91 

(Cleopatra speaking, cf the whole passage ) Compaic also Mac-- 
heth, V, V, 48, 52 Couiage, gencious pride, piide in iight-doing, 
moments of glory, are in such a wav lepresentcd that in them 
one’s hfe, and life absolutely, finds again or foi the first time, in 
the fugitive hour, its full justification, its mvaid re\\ard, requit- 
ing and avenging past and future infmitelv Let me assemble 
some examples 

More can I bear than vou dare execute 

Second Part of King Henry the S>\th, IV, 1, 130 

Heie mast I stay, and hcie m) life mu t end 

Third Pait of King Henry the Sixth, I, iv, 26 

Let hfe be short, else shame wiU be too long 

King Heniy the Ffth, IV, v, 23 

O thou, the earthlv author of mv blood, 

Whose vouthful spirit, m me regeneiate, 

Doth with a two-fold vigour lift me up 
To reach at victory above my head 

King Richard the Second, 1 , 111, 69 

And in the closing of some gloiious day 

• First Pan of King Henry the Fonith, III, 11, 133 

But in the midst of this bnght-shming day, 

Third Part of King Hairy the Sixth, V, iii, 3 

Now stand you on the top of hipp} houis, 

Sonnet XVI 

See above, §§ 8 and 10 Cf also King John, III, 1, 170, Id , V, u, 
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88, Third Part of King Henry the Sixth, I, iv, Julius Caesar, III, 
1, 159, and finally the passage 

Our aery bmldeth in the cedar’s top. 

And dalhes with the wind, and scorns the sun 

King Richard the Third, I, m, 264 

Immanence of value may also be understood as characterizing 
the moment of the fuUy reahzed form, as contrasted with the 
moment of form in its promise, 1 e , with the moment of highest 
indeterminacy and potency If Shakespeare, as we have seen, loves 
the bud in its openmg, he loves perhaps no less the rose full- 
blown These hnes may be used as a kmd of illustration 

Their bps were four red roses on a stalk. 

Winch m their summer beauty kiss’d each other 

King Richard the Third, IV, m, 12 

24 Intelhgence consists essentially in the spontaneous develop- 
ment of original values and forms, which perpetually and vitally 
rediscover their kinships m the mtrmsic nature of original caus- 
ahty It consists in their self-reahzation in so far as it occurs in 
the subtle and highly plastic world of mental presentments It is 
not discordant with hfe, that is to say, life is not somethmg 
irrational in relation to it, as has been frequently asserted, for 
this principle of oiiginal causahty is the very prinaple of hfe, m 
Its subjective or inner aspect It does not consist, except quite 
secondarily, in a more or less voluntary process m which the 
mental presentments are, let us say, mampulated in their ob- 
jectively given existence, in other words, it does not consist in 
the abstract intellect Syllogisms have never made a man intelh- 
gent The same is true of thought It must not be conceived as a 
pseudo-theoretical, externally constructive and mdre or less 
masked wdl It shares the very prmciple of life This is forcibly 
expressed by saying that it is man’s heart that thinks And it 
must be pomted out as particularly significant that this way of 
putting It IS one favoured by Shakespeare It recurs frequently 

How say you, then, would heart of man once think it? 

Hamlet, I, v, 121, 
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Compare, First Part of King Henry the Fourth, IV, i, 84, King 
Richard the Third, 1 , 11, 83, and Sonnet LXIX, 2 
These expressions, besides, share the merit of positing the sub- 
ject (the active subject) of the activity of thought, not definitely 
on the particular self, but, as it were, nearer to the thinking itself, 
which is right, for indeed the real cause of thinking hes in think- 
ing Itself 

The claim for one’s identification with reality, beyond any 
given hmit — never satisfied, ever renewed — constitutes the (sub- 
jective) principle of truth Yet our intelligible world is brief It 
forms, above all, the proper realm of art Beyond this, there is 
all that which we must mferentially admit, but of which we 
have no intimate knowledge Beyond this, again, there is all that 
which baffies even our subtlest mental presentments, and that 
which seems to us self-contiadictory The fundamental claims of 
thought foi umversality may be pointed out negatively, and in 
this consists in part, I think, the aesthetical and ontological value 
of such expressions as ‘ beyond the mark of thought’ (cf 
Antony and Cleopatra, III, vi, 87), which occur not rarely and 
wnth peculiar powder in Shakespeare’s poetry (Cf Romeo and 
Juliet, IV, 1 46, Hamlet, I, iv, 56, Id , I, v, 166 ) 

Tiuth is not conceived, by Shakespeare, as if its substance lay 
in its practical confirmation, or in a kind of correspondence be- 
tween things and our representations of them It is rather under- 
stood as a value of supreme identity with one’s deepest self and 
with reality, a value of directness and simphcity, exceeding the 
particular occasion and interest, which is ultimately a passion, as 
love is, and grounded on the same principle This is why the 
word ‘truth’ finds place at all, for instance, in the hues 

As gentle and as jocund as to jest, 

• Go I to fight truth has a quiet breast 

King Richard the Second, 1 , 111, 95 

Compare Measure for Measure, III, 1, 21 1 (quoted above, § 22), 
Trotlus and Cressida, III, 11, 176, Id , IV, iv, 104-8, Macheth, IV, 
ui, 129, Hamlet, IV, iv, 36 (cf below, § 36), King Lear, II, 11, 98 
The very use of the word ‘truth’ m Enghsh — and, most remark- 
ably, the twofold yet related meanmg of the word ‘true’ — aids 
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Shakespeare to overcome the false, or merely superficial, dis- 
tinction between the logical and ethical universal as it is cate- 
gorically asserted 

The principle of coheience in truth is not anything external 

More witnesseth than fancy’s images. 

And grows to something of great constancy, 

A Midsummer-Night’s Dream, V, i, 25 

(Cf also Hamlet, II, 11, 21 1 ) The principle of truth exists already 
in imagination The objectifying existential judgement, firstly, 
while positmg the active subject not 111 the quality, but in an 
abstractly supposed something which should support the quality, 
is in many cases liable to mean less and not more truth, secondly, 
It is not necessarily 01 essentially absent in imagination, thirdly, 
it does not constitute truth’s very principle and substance We 
must nor make of it, of the ‘existential judgement’, an idol, en- 
dued as it were with mysterious, umntelligible, and so much the 
more extravagant powers Imaginative and historical thought 
differ only gradually, and for many quite intelligible and not 
esoteric reasons This character of gradualness reflects the very 
nature of the ever-renewing synthesis, seeking an ever wider 
absorption of past experiences and of all leahty into the actuality 
of the present Now, as regards the lines just quoted, it seems to 
me that this vitally gradual character somehow finds expression 
in them (cf ‘grows to something ’) and that they owe to 
this, in part, both their ontological truth and. their beauty 


25 Let us now revert to the subject of the quahty as active 
When the quality is not propped upon a ‘substantive’, as upon 
something which supports it and which is regarded as the real 
substance, when quality is itself the substantive reahty, then at 
the same time we know it as a principle of wide transparency, 
and we know spint m it We know a new certainty, of incom- 
parable value, an uncorrupted origin of light, infinite m its 
immanent truth, in which we intimately participate 
It is the proper character of poetical, as opposed to prosaic 
thought, to rescue quality from being a mere attribute of the 
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objectified and solidified symbol of its conditions and ante- 
cedents 

Pleasure, for instance, in the following passage, is a value — a 
quality — ^self-sustaimng, self-purposivc, active, it is not piimarily 
conceived as the attribute or property of an object, or, on the 
other hand, as a defimte, actual or assumed object 

Her face the book of praises, wheie is read 
Nothing but curious pleasures, 

Pericles, I, i, 15 

Compare above, § 16 Cf also Much Ado about Nothing, II, 1, 
187-90, King Richard the Second, V, v, 9-11 

26 Alliteration and onomatopoeia Qualities of things are diffu- 
sive and penetrative This is, I think, because any moment of 
sentiency whatever constitutes a moment of ubjcctivity — which 
means self-activitv, and implies, as I maintain, original indeter- 
mmacy, that is, a vitally potential and (tendentially) all-absorb- 
ing moment We must suppose, moreover, that in our brain, in 
a wide world of more 01 less hving or half-h\ing mental pre- 
sentments — not their mere phvsiologicol conditions — every 
quahty recognizes and calls up the like qualiries, renewing and 
developing itself in them In the intense originality of poetical 
thought, the objects, in then quahties, aie no longer exactly 
objects, but (active) subjects The material of expression, likewise, 
becomes an (active) subject Indeed the distinction between the 
objects and the material of expression fades away The objects 
are made — ^in a sense, and to a certain extent — material of ex- 
pression Now, for instance, a sound of the thing represented, or 
of the sensuous expressive material, develops and originates itself 
again and again in the sound of the syllables A formative power, 
as It were, vivacious and pregnant, is m this wav expressed A 
deep spontaneity, contaimng a value of originality (self-realiza- 
tion) and of infimty, is revealed In this lies the meamng of 
‘alliteration and of ‘onomatopoeia’ The mere fact of the imita- 
tion of nature may prove cleverness, but has no aesthetic value 
It is nature (its qualities in the objects and in the means of ex- 
pression) ahve in and through the same principle, which accounts 
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for the not trifling value of these modes or forms of expression 
In their pervasive character, no less than in their rich spontaneity, 
hes a secret of freshness and mtimacy, which transcends both 
mechamsm and our particular, externally constructive will They 
occur frequently in Shakespeare’s poetry, for instance 

That hare-foot plod I the cold ground upon 

AlVs Well that Ends Well, HI, iv, 6 

Our knees shall kneel tdl to the ground they grow 

King Richard the Second, V, m, io6 

^ She bids you 

Upon the wanton rushes lay you down 
And rest your gentle head upon her lap. 

And she toill sing the song that pleaseth you. 

And on your eye-hds crown the god of sleep, 

' Charming your blood with pleasing heaviness. 

First Part of King Henry the Fourth, III, i, 213 

When on the gentle Severn’s sedgy bank. 

Id , I, m, 98 

I am a very foohsh fond old man. 

King Lear, IV, vu, 60 

no jutty, frieze. 

Buttress, nor coign of vantage, but this bird 
Hath made his pendent bed and procreant cradle 

Macbeth, I, vi, 6 

Both the negative form of the first two lines of the last passage, 
and the aUiteration m the last hne, are, m a different way, con- 
tributive to its umty The negative multiphes and widens each 
detail mentioned mto something vague and nch, the last verse 
IS more pregnant and, so to say, imbued with the quahties of the 
things represented, and, in its richness and fullness of form, an- 
swers the questiomng somehow imphed in the precedmg verses 
Yet these are only particular ways, m thought’s unobtrusive web 
and boundless umty Every landscape, if only translated into 
verbal images, acquires, or may acquire, a hghtnmg-hne trans- 

44 



WILLIAM SHAKESPEARE 


parcncy, revealing a reality (a reality of thought) which did not 
exist, generally, in mere contemplation Thus m the passage 
which contams the hne 

This preaous stone set m the silver sea, . 

Kmg Richard the Second, II, i, 46 

But for that I must refer to the whole passage In this hne 
alhteration, as is generally (yet here most evidently) the case, 
originates not only m the quahty of the sound, but — ^in the wide 
world of sentiency — also in the quahty of the thing represented, 
for the sibdant consonant, the ‘s’, seems, m this vivacity of 
thought, to be hardly separable from the image of silver and of 
the sea 

This blendmg of the material of the expression with the quahty 
expressed is a common feature of all art It enhances the primal 
and cosmic sigmficance and the immediate value of reahzation, 
that IS to say, of materialization 

27 Spirit, in Shakespeare’s poetry, finds itself deep withm the 
sensuous quahties of things His very language celebrates and 
vividly discloses the eternal nuptials between spirit and matter 
Also, most frequently, he finds m matter, instilled with hfe, hfe 
Itself in its elementary aspects — ^not for that the less, but the more, 
instinct with good and evil 

But if It did infect my blood with joy 

Second Part of King Henry the Fourth, IV, v, 168 

Leave wnngmg of your hands peace ' sit you down. 

And let me wrmg vour heart, for so I shall 
If It be made of penetrable stuff. 

If damned custom have not brass’d it so 
That It IS proof and bulwark against sense 

Hamlet, III, iv, 34 

In the followmg hues the mfimte of the quahty ‘red’ is made 
the plastic and largely contnbutive means of expression of the 
infinite — t he highly potenti al ^ud all-absorbiTig character— of ; 
pain and remorse _ 
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Will all great Neptune’s ocean wash this blood 
j Clean from my hand^ No, this my hand will rather 
I The multitudinous seas incarnadine, 

Macbeth, II, u, 6i 

This vitally infinite and almost prodigiously expanding element 
IS neither a provisional nor an illusive reahty It constitutes the 
ontological foundation of these lines, and makes them convincing 
and aesthetically justified For otherwise, nothing could counter- 
balance the fact that it is false that this woman, weighed down 
with remorse, would speak thus about Neptune 

28 Meaning and the material of expression unite most re- 
markably in the rhythm It is, in this respect, the spiritual essence, 
in its extremely radical modahties and values, which informs the 
sensuous material For instance, and in the first place, in artistic 
activity, a piofounder death means a profounder birth, a higher 
simphcity, a deeper harmony, irieplaceable, unmistakably re- 
vealing the whole personahty of the author, reflecting how far his 
particular self is absorbed in the inward truth of his thought and 
almost consumed by it And this obviously affects both the mean- 
ing and the rhythm of the verse In the hnes where Juhet says 

It was the mghtingale, and not the lark, 

Romeo and Juliet, III, v, 2 

in the whole passage, and in this verse particularly, the words 
arising from an almost Lethean forgetfulness' and purity reflect 
both the character of poetical inspiration and Juhet’s self-ob- 
liviousncss, while she, in the enchantment of the hour, and of 
veiy love, forgets the mortal danger of her lover, and her own. 

o 

29 Every string of the bodily frame of the poet is made an 
instrument to the play of an omm-original pnnaple, which bears 
Its cause in itself, and is felt as aU-pervasiv , because it is felt as 
logically or genetically primal, and rooted in (inner) being in all 
Its forms, mtimately constituting th m The penetrative character 
of song. Its value of umversahty, and the essential holocaust of 
the poet, are exphady pomted out in the passages 
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For Orpheus’ lute was stiung with poets’ sinews, 

Whose golden touch could soften steel and stones 

The Tivo Gentlemen of Verona, III, ii, 78 

therefore the poet 

Did feign that Orpheus drew trees, stones, and floods, 
Since nought so stockish, hard, and full of rage, 

But music for the time doth change its nature 
The man that hath no music in himself, 

Nor IS not mov’d with concord of sweet sounds. 

Is fit for treasons, stratagems, and spoils. 

The motions of his spirit are dull as mght. 

And his affections dark as Eiebus 
Let no such man be trusted 

The Merchant of Venice, V, 1, 79 

This would hardly be true in its literal meaning But we must 
underst'^nd music as representaUve of art, and as that art which 
most directly reflects the intrinsic nature of inner being, ci by 
which, m othei words, the radical and most dynamic modes of 
psychic unity are expressed, in then intrinsic or universal value, 
unladen with external pro Terns Music is here the actual cause, 
in the fullness of its freedom, implying a present value of infinity 
or virtuality, and a deep eternity (intrinsic character) in it It 
symboh/es grace, and grace encounters the greatest obstacles to 
Its prevailing power precisely in two orders of things cither in 
that which is Tiaid’, or in tha which is Tull of lage’ ‘Hard’ may 
be either inammate things, or barren external will in its blind 
transcendence of original v lue and in its secret dishke and hate 
of intimate knowledge, Tull of rage’ depicts an original value, 
form m its exclusive character 

30 The concept of intrinsic purposiveness The distinction be- 
tween subject, object and means loses its meaning, has ulti- 
mately no subjective reality, when quality or value are intensely 
felt Pams, unhappy results, difficulties, are for the lovers new 
tokens of love 

I’ll be as patient as a gentle stream 
And make a pastime of each weary step. 

The Two Gentlemen of Verona, II, vii, 34 
47 



WILLIAM SHAKESPEARE 


Petrarch says 

Ch’alla cagion, non all’effetto mtesi 
Son 1 miei sensi, vaghi pur d’altezza ^ 

It IS not the result which really counts, but the cause which moves 
the lover, m which he is merged, and which is present and ahve 
m every intermediate moment (in ‘each weary step’) This m- 
ward purposiveness and immanence of value can be met m all 
fields of activity, in hfe’s deep spontaneity and intenseness 
The nature and value of this mtimate purposiveness is acutely 
described m the foUowmg passage 

That sport best pleases that doth least know how. 
Where zeal strives to content, and the contents 
Die m the zeal of those which it presents. 

Their form confounded makes most form m mirth. 
When great thmgs labourmg perish m their birth 
Love's Labours Lost, V, u, 516 

that does least know how’ Means and ends are not objecti- 
fied, they do not exist as such, they are a hving part, a perpetually 
origmal element m the play (‘sport’) — ‘Die m the zeal ’ The 
responses (the ‘contents’) ‘die’ m the very moment of our pas- 
sionate longmg for them (cf ‘in the zeal’), which is present and 
ahve m them — ‘Their form confounded ’ A higher indeter- 
mmacy, the very fact that they are lost m their form (they 
‘perish’) brmgs about perenmaUy a more joyous moment, or 
form, undivided, unmixed, perfectly one (‘makes most form in 
mirth’, cf above, § 4) 

That seeks not to find that her search imphes, 

But, nddle-hke, hves sweetly where she dies 

Alt’s Well that Ends Well, I, ui, 224 

There is no distmcuon between the value of the thmg which is 
our motive of action, and the cruel means which is employed to 
prevent this action 


1 Sonnet ‘Cantai, or piango, e non men di dolcezza ’ 
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Th’ impression of keen whips I’d wear as rubies, . 

Measure for Measure, II, iv, 102 

These means, indeed, as in a moment of fiery martyrdom, become 
a means of expression, and a value of reahzation, inseparable and 
indiscermble from any value whatever of one’s actual judgement 
and action 

The so-called ‘object’ of our love, m this vivacity and originality 
of hfe and value, is not exactly an object, it constitutes love’s verv 
pnnaple and substance Tlus is forcibly expressed by the words 
‘motives’ and ‘strong knots’, as they occur in the hues 

why m that rawness left you wife and cluld — 

Those preaous motives, those strong knots of love — 

Macbeth, IV, m, 26 

It IS difficnh iTideefl tn repk re^the word ‘knot’ With a better one, 
m order to s ignif y the umty of values — the knot of valim — and 
of Its mamfold objective condittons, Wiiich characteuzes hfe’s 
ongmal and perenmal cause Let us quote here another passage, 
m which, again, the poet strives to take this w’ord to an ultimate 
meamng 

■with thy sharp teeth this knot mtrmsicate 
Of hfe at once untie, 

Antony and Cleopatra, V, u, 306 

Beauty is a value fuUy immanent and is puie of all extnnsic 
action and extrinsic objects of action, powerfuUv, highly ci native 
and yet, in a sense, inefiectual It is ‘ineffectual’ in the sense that 
extrinsic action, in beauty’s actual originahty and value, is most 
essentially ruled out Tbs ultimate character of beauty is ex- 
pressed m the following passages And in tbs hes in part, as I 
main t ain, both their truth and their aesthetic value For fancy has 
no value or reahty whatever, except for its mward truth, wbch 
IS identically ontological, as regards psyebe reahty, and aesthetic- 
ally significant 

How with tbs rage shall beauty hold a plea, 

Whose action is no stronger than a flower’ 

Sonnet LXV 


£ 
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but she looks like sleep, 

As she would catch another Antony 
In her stiong toil of grace 

Antony and Cleopatra, V, ii, 347 

3 1 Inward purposiveness is pre-eminently and most essentially 
the character of exptession In its acme, it is endued with a halo of 
eternity — which is not an illusion For this inward purposiveness 
is the very soul of form It reveals an actual causality, which is 
not arbitrarily felt as oiiginal, as intiinsically necessary, as pre- 
sumably, and in some sense, universal 
The following lines depict deep spontaneity in its characteristic 
nature and value Inward purposiveness, and immanence of value, 
and thoughts of eteimty, aie interwoven, mutually involved 

When you speak, sweet, 
rd have you do it ever 

when you do dance, I wish you 
A wave o’ the sea, that you might ever do 
Nothmg but that, move stiU, stiU so. 

And own no other function each your doing. 

So singular in each particular. 

Crowns what you are doing in the present deed, 

That all your acts are queens 

The Winter s Tale, IV, in, 136, 140 

Individuahty — which is imphed, as I have pointed out (cf above, 
§ 22), in the very novelty of the act — ^finds also in full truth, and 
could hardly have failed to find, its place in the picture (cf ‘So 
singular in each particular ’) 

The self-sustaining power of grace, unmindful of its multiple 
conditions — ^in a certain respect, prior to them — ^is e2:pressed in 
an even more immediate way in the followmg hues, where we 
know It not only, or not so much, as it is supposed to exist in the 
thmg represented, but more closely and directly m the very self- 
dependent image and in the rhythm of the verse 

Her clothes spread wide. 

And, mermaid-hke, awhile they bore her up, 
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Which time she chanted snatches of old tunes, 

As one incapable of her own distress. 

Or like a creature native and indu’d 
Unto that element, 

Hamlet, IV, vu, 176 

The innocence and perpetuity of song bear her up for a while in 
spite of gravity, and her purity and innocence, and elemental 
nature itself, seem to partake of the same pnmal power 

32 The spiritual hghtness which Shakespeare often represents 
as characterizing both love and the lover, is made of the same 
elements Everything extrinsic disappears Love’s original joy 
knows no object, no agent, no puipose — mdess they are lo^ 
Itself, and the means are not properly means, but share in the 
value of love’s realization Love transcends, in the highest de- 
gree, objective multiplicity and, m a sense, its own form itself, 
and is, in this respect, essentially invisible, and the poet’s words 
are once more true and exact when he speaks of ‘love’s invisible 
soul’ (Trodus and Cressida, III, 1, 36) The almost incorporeal 
hghtness of the lover is pointed out in the following passage 

Here comes the lady O ^ so hght a foot 
Will ne’er wear out the everlasting flint 
A lover may bestride the gossamer 
That idles in the wanton summer air. 

And yet not fall, so hght is vanity 

Romeo and Juliet, II, vi, 16 

(Most hkely, the idea that it is vanity, and not spirit, which 
makes her so hght, must be left to the particular point of view 
of the Friaia.) 

33 But it is above all in the world of mere imagination that 
consciousness finds this spiritual hghtness — and is not referred to, 
or made the attribute of, a pre-existing subject, plus a hfeless ob- 
ject, and a merely instrumental means, each of them bereft, as 
far as possible, of anything really active 

This spiritual lightness, as I have tried to make clear, is not at 
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all unreal, on the contrary, it reveals the intrinsic nature of self- 
acttvity It IS therefore not idle to ask if the visible reahty be not 
made of the same stuff For, on the other hand, it is arduous to 
conceive being, unless it is pulverized ad infinitum, as entirely 
bereft of self-activity, that is to say, of subjectivity Spiritual 
hghtness, and at the same time pride of form, and the fleeting, 
ephemeral character of these values, and yet an intimation of 
their eternal and ontological character — ^these concepts are either 
explicitly or imphatly expressed m the verses 

’ These our actors. 

As I foretold you, were all spirits and 

Are melted into air, mto thin air 

And, like the baseless fabric of this vision. 

The cloud-capp’d towers, the gorgeous palaces. 

The solemn temples, the great globe itself. 

Yes, all which it inherit, shall dissolve 
And, hke this insubstantial pageant faded. 

Leave not a rack behmd We are such stuff 
As dreams are made on, and o .ur httle hfe 
I s rounded -with a slee p 

The Tempest, IV, i, 148 

It may be objected that the word ‘dream’ is here used to mean 
something which is nothing at all, utterly unreal, as the use of the 
same word by Shakespeare in other passages, and the very words 
‘insubstantial’ and ‘baseless’ as here employed, would seem to 
confirm I might answer that the problem involved exceeds the 
proper hnaits of poetical knowledge of self-activity, or else that 
such a conviction, if at all, belongs to the prosaic and not to the 
poetical thought of Shakespeare, in which prosaic (1 e , descrip- 
tive, externally constructive) thought both poets atid philoso - 
phers are generally mfenor t o themse lves The latter would be, 
indeed, too easy an answer Anyhow, the word ‘dream’, and 
the fantastic or imaginative reahty for which it stands, possesses 
an ontological and cosmological value in the hnes 

Not name own fears, nor the prophetic soul 
Of the wide world dreammg on things to come. 

Sonnet CVII 
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Here premonitory phenomena are interpreted as depending on a 
wide, almost Fame anticipation of both physical and mental 
events The anticipation could only be conceived as mental in 
Its character, leadmg or influencing the events in the normal 
plane of reahty, connected with them through mental links Its/ 
correspondence with the normal events could not conceivably 
depend on a merely physical relation between the two orders of 
phenomena 

34“^tnnsic purposiveness fundamentally describes a value 
which IS conceived as perpetually born for its owm sake and by 
Its own grace (cf Chapter XV, § 29) It may constitute the 
nucleus of a feeling of wide universahty, detached from all 
thought of human personality This lighter and, in a sense, 
higher viewpoint is reflected, I think, in the passage 

^ Full fathom five thy father hes, 

Of his bones are coral made 
Those are pearls that were his eyes 
Nothing of him that doth fade, 

But doth suffer a sea-change 
Into something rich and strange 

The Tempest, 1, 11, 394 

If Shakespeaie had started from a pantheistic conception, his 
abstractly conceived idea might have made his thought less 
genuine and real and in some respects less true There is in this 
very thought the fresh discovery of a wade pomt of view% inde- 
pendent of, or indifferent to, personal identity We are not con- 
fronted here with a supposed ‘mere image’ which has nothing 
to do with truth and wath thought The image itself does not 
obliterate objective truth, but supersedes it No illusion, in fact, 
no self-delusion is found m that image, no mere witticism, no 
mere forgetfulness — which m itself could not make for poetical 
value The superseding of objective truth only testifies to an in- 
tensely original truth, mtimate, intrinsically characterized The 
image expresses a detached jov in the woild of forms, and the 
latter is pointed out as that which is richer than w^e could ever 
image 01 prophesy For there is in the contact with the world of 
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matter an unforeseen richness of aspects spirit, though it contains 
actuahzation, form, shape and invention, could never foreshadow 
the kaleidoscopic richness of chance 


35 It IS my mtent to show that Shakespear e*s mbust lai^age 
is groun ded on a spiritu al £ssence, which deserves to be investi- 
gated and which it is idle either to assert or to deny On the 
other hand, for many reasons, I must renounce examimng how 
that same reahty comes about and is imphcitly expressed in the 
development of the action Yet obviously the wordless, or almost 
wordless, act may sometimes be the fittest expression of the 
highly potential moment which constitutes life's most substantial 
reahty Oi again, the rapid return of the self-active, creative, 
ever-imtial unpredictable element m individual characters, when- 
ever action slows into description — ^into a hst of facts, as it were 
— ^is most impressive and reveahng in the development of the 
play 

It may here also be remarked that, if by reading the passages, 
which I have quoted, in their full context they would generally 
acqmre a richer meamng and a higher value, not a few, on the 
other hand, would then become more sigmficant for quite a 
different reason Not a few, indeed, rise up in the middle of 
artificial conceits, such as were fashionable in the seventeenth 
century These passages are connected with the preceding and 
following hnes only by occasional threads, and witness a pro- 
founder, genuine, self-dependent reahty, of which they are born 
And they seem, for that very reason, to indicate more con- 
vincingly and strikingly this their genuine source — ^in which, 
and m which only, m my opimon, the real man Shakespeare, 
for all that he (we may presume) most deeply thought, and felt, 
and suffered, must be identified 


36 Original value can be crudely opposed or ignored and, m 
a sense, transcended In asceticism it is not entirely transcended 
if It is demed, it is converted into, or replaced by, another value 
— ^though as far as possible self-denying, self-transcending, form- 
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less We are still m the sphere of cognitive and ethical individual- 
ism But there is a kind of blind transcendence, which is utterly 
at war with (original) value We find it either in self-centred or 
in social forms in avarice, in the practical utilitarian spirit, in 
conventionahsm, in idolatrous oi else simply barren adherenC’C 
to objects of thought or action, to restrictions as such, to rules, 
to customs or to symbols In the spirit of tins bhndly transcendent 
will, a thing with no value at all has value because it lasts, and 
only for that reason, or because it serves for something else, even 
if this be without any value at all Is it substantially a mere 
exertion of the practical wiU^ Is it a conservative urge of great 
consequence and meamng in nature’s economy^ Is it a means 
through which nature builds up the individuals as blind cells of 
strong practical orgamzations and pohtical bodies^ Is there, at 
Its very spring, that same value of utterly empty potency, which 
still belongs to the spiritual essence, though in its most and 
forms^ Is it simply the externally- and objectively-mmded 
attitude, which evades, according to its nature, and eventually 
hates, aU intimate knowledge^ Whatever it be, the very vocation 
of poetry calls the poet to vindicate value and spirit against this 
bhndness 

The fundamental opposition between, on the one hand, value 
and, on the other, the externally tra nscendent will, not~onIy 
constitutes a constant motive-value in STiakespeare’s plays, but ^ 
also exphcitly mentione d as po ssessing a world-wide sigmficance 

Two such opposed foes encamp them still 
In man as well as herbs, grace and rude will, 

Romeo and Juliet, II, m, 27 

Concermng the meaning of ‘grace’, cf above, § 21 Two things 
are opposed to grace habi t, and hard wiU Regarding the first, 
cf the passage in Hamlet, III, iv, 34, quoted above, § 27, and the 
following line 

That monster, custom, who all sense doth eat, 

Hamlet, III, iv, 161 

‘ WiU’ — in the restricted sense of the term, to which I am referring 
— ^is characteristically ‘sharp’ (cf Hamlet, III, 111, 39), either it 
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shares the nature of pride (cf Loves Labour s Lost, II, i, 36), or, on 
the other hand, is identified with the ‘heart’ of man in so far as 
It IS ‘steel’d’ by God for some strong purpose {King Rjchard the 
Second, V, n, 34) Cf also Julius Caesar, HI, 11, 98 
Shakespeare’s moral preferences seem to be indicated by the 
way he characterizes Lord Angelo, in ‘Measure for Measure’, who 
IS an extremely dishonest person (as is disclosed m the plot) and 
at the same time a man who doramates and mortifies his feehngs 
and his sensuous life 

Upon his place 

Governs Lord Angelo, a man whose blood 
Is very snow-broth, one who never feels 
The wanton stmgs and motions of the sense, 

But doth rebate and blunt his natural edge 
With profits of the mind, study and fast 

Measure for Measure, I, iv, 55 

Indeed, there is often more wisdom and more charity m sense, 
than m our planning wiU, presumptuous, and easily one-sided 
Or a like preference may perhaps be inferred from the way in 
which qmte a different character is depicted, Cassius, representa- 
tive, as It seems, of practical ascetiasm Caesar says 


Would he were fatter' but I fear him not 
Yet if my name were hable to fear, 

I do not know the man I should avoid 

So soon as that spare Cassius 

Seldom he smiles, and smiles m such a sort 

As if he mock’d himself, and scorn’d his spirit 

That could be mov’d to smile at any thmg* 

Julius Caesar, I, u, 197 

Also, ‘he hears no music’ {Id , id , 203) Let us remember, more- 
over, m this connection, that Richard the Third, the arch-fiend, 
hates and despises all hngering m the pleasure of the moment, 
and finds it ‘idle’ , the ‘pleasmg of a lute’ he finds ‘lasavious’, and 
the ‘time of peace’ a ‘weak piping’ {King Richard the Third, 1 , 1, 
13. 24, 31) 
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Shakespeare does not commend the man who strictly beheves 
m the chain of utihties and pursues the particular given ends and 
depends upon them, but the man who hves, as it is said, m the 
grace of God, and is concerned with the good as an original, 
genuine value, intimately rather than extrinsically purposive (cf 
above, §§ 3» 3o) Hamlet says to Horatio 

Since my dear soul was imstress of her choice 
And could of men distinguish, her election 
Hath seal’d thee for herself, foi thou hast been 
As one, in suffering all, that suffers nothing, 

A man that fortune’s buffets and rewards 
Hast ta’en with equal thanks, 

Hamlety III, ii, 68 

The human is opposed to the pohtical and social, for instance 

Thou art thyself though, not a Montague 

Romeo and Juliet, II, ii, 39 

Cf also The Two Gentlemen of Verona, IV, 1, 59, Loire’s Labour s 
Lost, IV, 1, 34, The Merchant of Venice, IV, 1, 193, Third Part of 
King Henry the Sixth, III, 1, 62, Troilus and Cres^ida, III, 111, 81, 
Tmon of Athens, III, n, 93 Yet, obviously, this essential oppo- 
sition reveals its truth, which strikes the inmost string of the hu- 
man heart, especially in the development of the action 
The same opposition rises, in so far as the nature of thought is 
especially concerned, as a contrast between the ongmahry of 
thought Itself and, on the other hand, either a control over 
thought, or a voluntary element imphed m one’s one-sided ad- 
herence to the objective or external moment of the synthesis 
There is ‘assuredness’ m the abstract intellect, in the calculating, 
abstract reason, which hinders and chains, as it were, the spirit 
of grace and of truth, and belongs more to the practical will than 
to really cognitive thought It is in the questiomng, rather than 
m the answer, that the spirit of truth abides This logical, and 
ontological, principle is reflected in the lines 

man, proud man, 

Drest m a httle brief authority, 
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Most Ignorant of what he’s most assur’d, 

Measure for Measure, II, ii, 117 

Compare also, m this connection, Hamlet, IV, iv, 41 
As regards external control over thought, Isabella, the heroine 
of the play ‘Measure for Measure,’ says, ‘thoughts are no subjects’ 
(V, 1, 454, cf King Richard the Second, V, v, 9) That thought 
cannot be placed under authority or control, is ultimately true — 
so far as the very concept of the originality of thought is grounded 
in reahty On the other hand, an eagle-hke dominance of his own 
thought IS characteristic of Shakespeare’s poetry Yet this is 
hardly voluntary, in the specific meamng of the word, it neither 
means the subservience of thought to anything extrinsic, nor 
does It seem to affect and to impair its natuial development and 
deepemng This dominance may rather be identified with the 
seremty of all-comprehensive truth, which informs the very ac- 
cent and rhythm of the words of Hamlet in some passage (cf 
Hamlet, III, 1, 70-6), or vnth that ‘most sovereign reason’ {Id , 
III, 1, 166), which Opheha admired in him Compare the lines 

Sure he that made us with such large discourse, 
Looking before and after, 

Hamlet, IV, iv, 36 

In the passage to which I have referred, § 2 {Hamlet, III, 1, 84), 
the woids ‘the pale cast of thought’, whatever be their meaning 
with strict reference to the context, seem to reflect, in their 
original expiessive value, the proper quahty of a high seremty 
and of all-comprehensive truth, which rarely allows for such 
obhviousness as the vivacity and the very possibility of the syn- 
thesis reqmre 


37 Thus, or in hke manner, t he wide rose of the psyche opens 
^nd unfolds itself in the words and image s of Shakespe^^de- 
veloping and deepe mng one ge netica l pnnciple He does not 
look for profundity — ^for the ‘inner’, much less for an intimate 
aspect of hfe — according to the puerile and merely spatial scheme 
for which those things are ‘deep’ or ‘inner’ that belong to inferior 
or hidden strata of the hvmg organism He sees and deepens any 
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aspect whatever of hfe and c onsciousness in itsjacc'-valne^ lic^is ^ 
watchful of th e k inship s — in hfe^s manifold aspects — at their face- 
value, and the discovering of them is, at ttsface^value, vitally a 
cause, an inward, immanent cause in the expression He does not 
replace consciousness with the subconscious, the unconscious, the 
complexes, the mstmets, the subhmmal 
Modern schools of art and poetry have eventually understood 
that beauty does not properly he in the object which is repre- 
sented or contemplated Hence they have been encouraged to 
look for the subjective element This critical point of view is, or 
may be, justified But it is a sheei mistake to behevc that this 
element can be better discovered by lookmg foi it in the sub- 
conscious hfe, m dreams, and in magic A thing is no less an 
object £ot the mere fact of being sought or envisaged in the sub- 
conscious Rather did the ancient pamters, who lepioduced 
always the same Madonna, show, by their action, that the object 
did not constitute the whole of their art, that they looked for 
novelty not in the novelty or extravagances of the object, or of 
the means of expression, but in the new transparency and sim- 
phcity, the new truth and absoluteness, and spirituality in and 
through which the object was reahzed Frantically and hope- 
lessly, and in fact too much bhnded in external (though sub- 
conscious) objectivity, many a modern artist or poet seeks the 
subjective and original element, and finds again and again ob- 
jects, and remains in the aridity and arbitrarmess of the abstiactly 
objective view He ignoies the leal source of depth, which hesm 
consciousness, no matter if it be the ordinary consciousness of the 
waking state or a less apparent one The essential and common 
characters of consciousness, in a kind of philosophical baibarism, 
are forgotten, and the name of consciousness is lost All is tiaccd 
to something else Consciousness — and conscience — either m art 
and hterature, or in so-called heahstic politics, is considered as 
only a net of illusions, something to be entirely traced to, or 
made dependent upon, something else 

But Shakespeare’s works have, in this respect, the merit of 
'being the strongest bulwark against modern psychology So long 
as Shakespeare continues to have influence on the English lan- 
guage, It will be difEcult for Enghsh-speakmg people to foiget 
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the soul for the complexes, the mstmcts, the subconsaous, the 
unconscious, or the tropisms Indeed, the same well-deservmg 
quahty, or influence, can be ascribed to aU poetry But as regards 
Shakespeare, it is m a particularly high degree that the non-com- 
posite pnnciple of subjectivity shows, as it were, under our very 
eyes, its absolutely inherent richness and depth 
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JOHN MILTON 

1608-1674 


THE ENGLISH POEMS OF JOHN MILTON Oj/ori Umvasity Prei,S 
Reprinted, 1940 


I The relation between the hght dependent on the sense of sight 
and, on the other hand, inner hght and inspiration, seems to have 
been a constant subject of Mdton’s thoughts, dunng and before 
his bhndness (He became bhnd when he was forty-four years 
old) 

In ‘Comus’ (1637) he writes 

Virtue could see to do what Virtue would 
By her own radiant light, though sun and moon 
Were in the flat sea sunk 

ComKi A 373 

But IS It not a mere figure of speech to call ‘hght’ a subjective 
state not directly dependent on the organ of sight '■ 

Let us mention some sources — distinct, though closeh related 
— of the meanin g of the expression ‘inner hght’, in connection, 
especially, with art and poetry 

(i) Ceitamty The cogito carries within itself a pccuhar proof 
of Its owm reahty There is in thmkmg— m all intimate making— 
a value of reahty which is not simplv inferential and relative, 
that IS to say, dependent on other things assumed as real We 
find It also m arbitrary will, and in abstract reasoning, but much 
more when thought is in a higher degree creative, formative 
Thought, m its irreplaceable, ongmal character, is ever and agam 
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imagination, in the wider and deeper meamng of the word, and 
possesses an inventive power of form and an immediate value 
(‘hght’) of reahty 

(2) Universality Writers and artists, in their persevering effort, 
aie sustained above all by a Ught, which is thought itself bringing 
forth and reveahng a perennial identity through the wealth of 
its specifications This is the gradual reahzation and discovery of 
vital kinships in life’s different aspects This is the feehng of the 
here and now as contaimng, as it were, a seed of the cosmos 

(3) Immediacy Every judgement is ultimately immediate, and 
simple, non-composite In our judgement about right and wrong 
we must indeed take into account, so far as we are able to do so, 
all traditions and lules and authorities and examples and experi- 
ences, yet in the last resort it must be unpreconceived, fresh The 
same is true as regards the logical judgement In that way of 
reasonmg, in which we assume that we can adhere to precedmg 
conclusions, without reviving them in their true meaning and 
freely recalling them again in the final conclusion, our very soul 
of judgement is confounded This immediate — and simple — 
character of judgement is an essential aspect of the synthesis, it 
IS the very synthesis as expression, as form, as an event of light 

(4) Imponderability The formless, boundless intensity which is 
in the forming — ^1 e , the moment of the mental synthesis, which 
exceeds and effaces form, though form be the cause and end of 
Its being — this self- and form-transcendence is felt as freedom, 
and release from bondage, as a self-sustaimng, actual infimty, as 
a moment of inward hght 

The series does not claim to be complete Now in all these 
connections, either to expiess certainty, or depth, or immediacy, 
or simphcity, or spiritual hghtness, not only the sense of sight, 
but hearing, and touch, and all senses could have afforded, and 
indeed do afford, suitable words ‘Touch’, for instance, may be 
an adequate term even to describe imponderabihty We speak 
of the touch of a master, of the delicate touch of a writer On 
the other hand, ‘light’ is sometimes represented by poets as an 
opaque something, which hides a deeper infinity, a reahty more 
powerfully one, as a disturbing element which robs us of sohtude 
and intimacy 
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Why then is the primordial contact, which is already (as I 
suppose, and I think I must suppose) umty, and spirit, while 
reaching its most elaborate and its highest forms, identified with 
light’ ^ Why IS the word ‘hght’ preferred at all in order to de- 
scribe Its nature^ The explanation of this lies, no doubt, in his- 
torical, numberless ‘second’ causes If men were utterly e\ elcss, 
presumably we should not speak of the light of consciousness’ 
rather would our vocabulary be richer in other directions, and 
we should more frequently mention the ‘voice of consciousness’, 
Its heaviness, its lightness, its silences, its sweetness, its bitterness, 
and another word would probably not only replace the word 
‘hght’, but sound for us almost like it 
But, on the other hand, external hght — ^I do not mean its 
physical conditions, but our perception of it — ^would not, from 
the very first, exist, without those possibihties and intrinsic 
characters of the synthesis which we emphatically know as de- 
veloped in and through it — which might have developed in 
touch, and sound, and taste, and smell, but have in fact developed 
in the sense of sight 

As things are, dayhght still makes a landscape the hymn of the 
soul Visible hght, in its unobtrusive and imponderable character, 
and in its sovereign power of revealing the shapes and colours of 
external objects, most adequately expresses and is apt to sym- 
bolize the twofold value of form and infimtv When Milton, 
like others before and after him, says that ‘God is light’ (Paradise 
Lost, III, 3), the expression is happy and powerful and, I think, 
only comes into beifig at all because the simplicity and richness 
of the original freedom, its infimty and depth, which is akin with 
love’s, are in some way contained in sensuous hght Giace, and 
Wisdom, the highest earthly names of the same richlv qualified 
freedom, likewise find in hght a symbol and a name Foi thought 
in its highly original nature, in its perpetual noveltv, and umquc- 
ness, and individuahty, as well as in its constant, intrinsic chaiac- 
ter — ^in all its implied values and modes — ^finds expression, and 
reality, immediately in the perceived interplav of hght and dark- 
ness, of splendours and shades There is no break, in fact, that 
we may see or feel, between inner and visible hght 

Indeed self-activity, or the active principle, is laboriously speci- 
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fied m and through the organ of sight, yet stdl the same It 
attams mcomparable powers and wealth without losing its sim- 
phaty It becomes in practice most efficient, without losing its 
hnk eternal 

Yet, on the other hand, this specification through the organ of 
sight makes it in a high degree fragile, precarious This precan- 
ousness, as contrasted with such exceeding power and value, 
suggests the following question 

Since hght so necessary is to life. 

And almost hfe itself, if it be true 
That light is in the soul. 

She all in every part, why was the sight 
To such a tender ball as th’ eye confined. 

So obvious and so easy to be quenched. 

And not, as feehng, through all parts diffused, 

That she might look at wiU through every pore’ 

Samson Agonistes, 90 

The highly specified natuie of the organ of sight makes it less 
easily replaceable and in many ways more dehcate This is ob- 
vious But a higher problem is involved in this impassioned and 
at the same time serene questiomng In his poem ‘On the Por- 
trait of a Beautiful Woman, Sculptured on the Sepulchral Monu- 
ment of the Same’,’- Leopardi asks, with almost the same accent 
of impassioned truth, how it can be that now beauty shmes forth, 
apparently witnessing more than human realms and destimes, 
and then suddenly, through the most tnflmg accidents, all is lost, 
and what was most beautiful becomes, m a moment, corrupted, 
hornble to see and revolting This is the central problem about 
the nature of value It is the problem of value in its extreme 
nakedness It is the problem of God directly faced How can the 
deep intrinsic character of value he entirely suspended upC^ given par- 
ticular conditions — and, moreover, upon its creative novelty'^ 

Why IS not value also, or m a higher degree, power"^ Why does 
It not overcome its conditions — as it ought to overcome them, 
for this belongs, in tendency, to its very nature — ^to the point of 

^ Giacomo Leopardi, Poeste Sopra il nnatto di uaa bella donna, scolpito nel 
monumento sepolcrale della medesuna 
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making itself independent of this or that paiticular set of con- 
ditions, easily replacing them? Yet it is not so, as the Chorus of 
the Danites answers 

For mward hght, alas ' 

Puts forth no visual beam 
Id , 162 

2 However, this inextricable identity of form and mfimty — 
the very prmaple of subjectivity — ^if it has lost its most bnUiant 
and effiaent function, its most precious set of conditions, is not 
entirely amiss and can find another form of expression, which 
seems m some way less dependent on speciahzed organs Milton 
describes his bhndness 


Thus with the year 
Seasons return, but not to me returns 
Day, or the sweet approach of even or morn. 

Or sight of vernal bloom, or summer’s lose. 

Or flocks, or herds, or human face divine. 

But cloud instead and ever-during dark 
Surrounds me, from the cheerful ways of men 
Cut off, and, for the book of knowledge fair. 
Presented "with a univeisal blank 
Of Nature’s works. 

Paradise Lost, HI, 40 

Yet, precisely because the sense of external hght radically shares, 
as I mam tain , in the very nature of thought’s originality, he is in 
full truth c alling , a few hnes further on, for mspiration as for a 
kmdred power 

SS much the rather thou. Celestial Light, 

Shme mward, and the mind through all her powers 
Irradiate, 

Id, id, SI 

It IS not clearly stated, in this passage, whether the hght of m- 
spiration is referred to, or, more generally, the supreme Deity 
Inspiration is uneqmvocaUy concerned m the hnes 
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Descend from Heaven, Urania, 

The meaning, not the name, I call, for thou 
Nor of the Muses nine, nor on the top 
Of old Olympus dwell’ st, but heavenly-born, 

Before the hiUs appeared, or fountain flowed, 

Thou with eternal wisdom didst converse, 

Id, VII, 1,5 

Modern scientism would consider any such appeal as fictitious, 
or now out of date Yet it is scientifically less one-sided than is 
modern scientism Unhappily the notion of the originahty of 
thought, with which that of inspiration must be ultimately iden- 
tified, is to-day not only ignored, it is ignorantly ruled out 
Psychical researchers themselves generally, among them 
Frederick W H Myers, undoubtedly a great thinker, refer in- 
spiration and gemus to the subliminal This is, m my opimon, an 
awkward way of displacing the pioblem, by putting it a httle 
further off, and while also satisfymg the unciitical urge to derive 
everything from somethmg else, and a way of losing the very 
content of the problem and its proper ground, where it can be 
fruitfully studied The same is true when inspiration is traced to 
the subconscious, or to the physiological To refer it to Apollo, 
on the other hand, or to the Muses, or even to eternal Wisdom, 
is, firstly, less compromising A certain degree of immanence of 
the formative power is not demed, it is even recognized Secondly, 
the same symbols may be interpreted as pointing to the height 
of the value concerned, to the difficulties and immensity of the 
problem involved — ^which is nothing less than that of the origins 
— and to Its inexhaustible character, its cosmological sigmficance 
But the modern man is justified, he is right While the notion 
of the originahty of thought — and of a psychic (positive, active) 
mdeterminacy — ^is not vindicated in its full logical value, the 
modern man cannot be condemned for his attitude For in a 
world of mere objective existents there is no place for inspiration 
— any more than for freedom, and for real becommg, and 
creativity There is only place, in such a world, for indeterminacy 
conceived as fortmtousness, as scientists generally conceive it, 
and for necessity (rigid laws, conditional relations), and for a 
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mixture of the two — ^that is, of fortuitousness and necessity — 
which has nothing to do with freedom and value 

In the hnes last quoted inspiiation is represented in the hkeness 
of the Wisdom spoken of m the Scnptuies (Proverbs, vui, 30, 

3 1), who was with God, singing and dancing, in all God’s works, 
since the first days of creation, and from the vcr\’ beginning, and 
whom we may understand as personifying the actual cause in its 
origmal values and forms and in their mtegrity ^ Compare Para- 
dise Lost, I, 17, m, I, Paradise Regained, I, 8 

Some more particular aspects of inspiration are exphcitly men- 
tioned The ‘unpremeditated’ character of the verse is empha- 
sized (Paradise Lost, IX, 24) Inspired thoughts aie, at the same 
time, ‘voluntary’ — ^that is to say, neither fortmtous, nor com- 
pelled, spontaneous, mental (cf Paradise Lost, III, 37, quoted be- 
low, § 3) 

This word ‘unpremeditated’, in the same connection, recurs 
firequently in Enghsh poetry Its meamng may seem obwous 
Yet the poetical-cogmtive value of the word itself, as used in a 
piece of genmne poetry, can be overlooked If the verse were 
‘unpremeditated’ simply because occurring unexpectedly as if 
owed to chance, this would not account for the value implied m 
the word The same is true, if the verse were ‘unpremeditated’ 
simply because it was suggested by hidden strata of conscious- 
ness, or provoked by unknown physiological conditions, or, for 
instance, through the secret influence of the stars The word, if 
we do not lose sight of the value conveyed by it, opens up the 
problem of somethmg which is not entirely derived, but m some 
way self-originatmg 

Or, leamng still to the abstractly objective view of existence 
(as objective ideahsm does), the ‘unpiemeditated’ element is re- 
ferred to transcendent ideas or prototypes, immobile and time- 
less This IS mdeed the worst blasphemy For it covers with an 
idealistic mask what might be, perhaps, acceptable in a world of 
mechanism, where time and becoming may be more easily sup- 
posed to have no ultimate meaning These timeless ideas are the 
absolute demal of all value for vhich they are alleged to stand 
They can bejustified only as a first desperate attempt to discover 
1 Cf my work, U concetto dell’ uideteiminazione, § 65 
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or to recognize and seize m the very nature of thought something 
radically mtrmsic to it, realizing itself agam and again through 
time and space, self-characterized This may explain sometimes, 
if not justify, the favourable approach of poetry to this concep- 
tion For the value of the unpremeditated character of mspiration, 
of imagination, of creative thought, or of unforbidden memones 
ansmg, lies precisely in the discovery of something real in itself, 
self-suspended, m thought’s activity, quahtatively characterizing 
and m some sense dommating its conditions, rather than bemg 
ultimately derived from them, showing preasely m its luinmous 
creative novelty an mtrmsic {eternal) character of thought 
To this conception is akin another, namely, that no hght or 
reahty of thought can be brought about or constructed at will, 
and that the thinker is met with a blank, or the poet is ‘mute’ (cf 
Paradise Regained, I, 12), if spirit, which is at any moment a 
reahty of potency, free, does not itself act Indeed thought, in 
the widest acceptation of the word, and not only inspired 
thought, IS always ‘mute’, except by its own grace Even the 
most arbitrary act is, m the last resort, origmal It is mtrmsicaUy 
characterized It could not be mvented by us or replaced by aU 
our devices Inspiration, and gemus — ^which might be defined as 
quality active — are only expressive of that which, m a lesser de- 
gree, belongs to the general nature of thought 
Poetical inspiration is then, as described m the passages re- 
ferred to, unpremeditated (however much its antecedents may 
he labonous and painful) and irreplaceable It possesses, more- 
over, a direct moral value (cf below, § 4) enhghtenmg, and 
heightenmg, and purifying 

And chiefly Thou, O Spirit, that dost prefer 
Before all temples th’ upright heart and pure, 

Instruct me, for Thou know’st. Thou from the first 
Wast present, and, with mighty wmgs outspread, 
Dove-hke sat’st brooding on the vast Abyss, 

And mad’st it pregnant what m me is dark 
lUumme, what is low raise and support. 

Paradise Lost, I, 17 
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3 If the inmost source of song is found in the feelmg of the 
mtrmsic or eternal character of self-activity, it does not seem un- 
likely that darkness, qua felt, in its mdeterminacy, m its infimi- nrlp, 
may be especially propitious to inspiration itself This at least 
seems to be the case with Milton He recalls his bhndness, and 
then adds 

Yet not the more 

Cease I to wander where the Muses haunt 
Clear sprmg, or shady grove, or sunny hiU, 

Smit ivith the love of sacred song, 

Then feed on thoughts that voluntary move 
Harmomous numbers, as the wakeful bird 
Smgs darklmg, and, m shadiest covert hid. 

Tunes her nocturnal note 

Id, in, 26,37 

But the idea of the indetermmate and potential as an over- 
whelmmg reahty is persistently and exphatly sought 

To the loss of that, 

Suffiaent penalty, why hast thou added 
The sense of endless woes? 

Id, X, 752 

And he the future evil shall no less 
In apprehension than m substance feel. 

Id, XI, 77 A 

See also Id , X, 780-3, XI, 766-9 

The very word ‘virtual’ is brought back to its positive meanmg, 
which is found in common language, but is rejected by the 
philosophy of ‘bemg’ as essentially given ^ All philosophy for 
which the touchstone of bemg hes m objective (either material 
or so-called ideal) existence and which ignores intimate becom- 
ing, or relegates it to a secondary place, or to the world of 

^ ‘Bemg’, ‘ontological’ I use these words as implying a claim for realirv m 
Its ultimate meaiung, whatever this may be ‘Being’, m my opmion, should not 
be confined to denote ‘bemg’ as opposed to ‘becommg It is the word for 
reality, both subjective and objective It is for me above all mtimate, active, self- 
sustaming bemg "With reference to objective mulnphcity and to Ae abstractly 
objective moment of drought, I prefer to use the word esstence , m such ex- 
pressions as, for mstance, ‘mere objeem e eustence’, ‘external eiostence 
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illusions, bereaves the words ‘virtuaF, ‘potentiar, ‘potentiality’, 
‘potency’ and ‘essence’ of the meaning which they possess in 
ordinaiy and poetical language In the most representative sys- 
tems of such philosophy, these words are used as sigmfying an 
inferior degree of reahty, unless sometimes common language 
has Its revenge, or at any rate a qmte different meaning is con- 
veyed, by the addition of the word ‘active’, in the expressions 
‘active potency’ and ‘active essence’ Bjghtly, in my opinion, the 
above-mentioned words in ordinary and poetical language point, 
very often, to profound and dominant reahties, and are meant to 
refer to spiiit, not to matter, not to the mere conditions of actuahty 
For the potential, or virtual, expresses the very reality of free- 
dom It contains the many in one It makes the simplicity of 
thought It is known as an actual, boundless presence The word 
‘virtual’ possesses, as I say, a positive meamng in the passage 

his omnipresence fills 

Land, sea, and air, and every kind that lives, 

Fomented by his virtual power and warmed 

Id, XI 336 

Compare also, for the same sense of a possibility which is an 
actual value, a power in the present moment, and which makes 
the very force of the presentment 

and thence diffuse 

His good to worlds and ages infimte 

Id , VII, 190 

We might try perhaps to explain the value of the possible 
pragmatically for instance, because of the hopes it excites and 
the cumulated presentments of the many alluring things, pro- 
imsed or possible But, if only we begin to know the intrinsic 
nature of the mental synthesis, the notion of the possible — which 
is akin to that of the future, and of freedom, and of infimty — 
appears to belong essentially to it Moreover, without this im- 
mediate reahty of potency, this intensive element of which I am 
speakmg, the notion of the possible, let alone its tremendous 
power, could not conceivably arise 
It IS probably not without relation to the place that the virtual 
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holds in Milton’s attitude of mind, that the word 'hope’, rather 
than joy’, is used in his poems as providing the concrctest ex- 
pression of life’s power of realization He brings this word to a 
peculiarly strong degree of leality — to an ultimate, bare, ontolo- 
gical sigmficance Thus m the last line of the following passage, 
where he speaks of deceitful women, 

Skilled to retire, and in retiring draw 
Hearts after them tangled in amorous nets 
Such object hath the pow er to soften and tame 
Severest temper, smooth the rugged’st brow, 

Eneive, and with voluptuous hope dissolve, 

Paradti>e Regained, II, i6i 

Compare also 

Thou with fresh hope the lover’s heart dost fill. 

To the Sightmgalc, 3 

Soon we shall see our hope, our joy, return 

Paradhe Regained, II, 57 

So much I feel my gcmal spirits droop. 

My hopes all flat nature within me seems 
In all her functions weary of herself, 

Samsoii Agonibtc^, 594 

Let us also remark, in this last passage the direct and limpid way 
in which life is represented — naked, ultimate, as an original, self- 
sustaimng power, as that which possesses or must find m itseli 
Its principle and strength, not derived or not entirelv derived 
The hke direct presentment of being as a self-dependent reahty 
is conveyed by the expression ' with utter loss of being 
{Paradise Lost, II, 440) 

In echoe^s and silences, we wonder at something unseen, the 
more intensely real because of its higlilv potential character- 
carrying far and near its ever-renewing caU Milton is w^atchful 
of this spell 

The air such pleasure loth to lose. 

With thousand echoes still prolongs each heavenly close 
On the Morning of Christ's Xatimty, 99 
11 
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There is more than sweetness m the vamshmg echoes, there is 
the imphcit consaousness of thought’s distinct reahty The 
infinite of the quahty, in and through which every ‘close’ is 
extended, constitutes the very warp and woof of thought The 
airy element, as here described, is both form (cf ‘pleasure’, 
‘echoes’, ‘each close’) and, on the other hand, vital infinity 
(cf ‘stiU prolongs’, ‘loth to lose’) so that the hnes depict thought 
m Its essential quahties, constitute, as it were, a picture of it 

The foUowmg passage penetratmgly represents almost the 
same moment of expectancy and actual infinity 

The Angel ended, and in Adam’s ear 
So charming left his voice that he a while 
Thought him stiU speaking, still stood fixed to hear. 

Paradise Lost, VIII, i 

The feehng of somethmg present, invisible, almost shapeless 
and highly potential, may be connected in Milton’s poetry with 
his musical vocation, and with his blmdness, but not necessarily 
It could be, m any case, and quite hypothetically (in so far as I 
know) only a presage of the latter The last-but-one passage 
quoted, for mstance, belongs to bs earher poems And to the 
stanzas prefacing the same Hymn belong the following hnes, 
wbch seem to contam the expression, though qmte different, 
and not exphcit, of fundamentally the same concept-value 

and here with us to be 
Forsook the courts of everlasting day. 

On the Morning of Christ’s Nativity, 12 

The word ‘forsook’ (a negative one) is, if I am not mistaken, the 
very key to the amphtude of the image— while makmg the 
‘courts’ and the ‘everlastmg day’ less objectively an4 more po- 
tentially present 

He hails ‘divmest Melancholy’ (cf II Penseroso, 12), who bdes 
him ‘from day’s garish eye’ {Id , 141), and seems to carry bm be- 
yond the sight of all clear-cut shapes and distmct aspects of 
tbngs Cf ^so Id , 165, 175 

The foUowmg most remarkable hne also belongs to bs earher 
poems 


73 



JOHN MILTON 


Thy hqmd notes that close the eye of day, 

To the Nightingale, j 

The «- hi"hing; subject, growing weary of the paiticulai objects of 
sight and thought and effort, finds in the song of the lughtingalc, 
and in the coming mght, obhvion and rest, and a transparent and 
all-pervasive value and power of form, unbroken in its identity, 
unrestrained by any boundary Yet aU this could hardly explain 
the amphtude and fullness of the verse, which seems suspended 
from, or filled with, a virtual power, an infimtudc, a transparency , 
aVin to that of the ‘hqmd notes’, but stiU profounder, more 
central and mtimate m the creative principle, more detached 
from any given element of form 

4 In the foUowmg passage there is not one single thing with 
distinct outhnes — none that the grammarians would call a ‘con- 
crete noun’, except a few which are very indefimte, in the expres- 
sions ‘her face’— yet ‘veiled’, ‘her person’, ‘no face’ It refers to 
Milton’s deceased wife, seen in a dream — ^bs second wnfe, 
Catherine Woodcock, who died m childbirth (1658) 

Came vested all m white, pure as her mind 
Her face was veiled, yet to my fancied sight 
Love, sweetness, goodness, in her person shined 
So clear as m no face with more dehght 

On his Deceased Wife, 9 

We find here strikingly the same seremty and spirituality, and 
perfection of form, as m some of the most beautiful stanzas of 
Petrarch, yet the use of the essences without place or shape is 
even more,daring and absolute These are qmte radical concepts 
of the mental synthesis, highly indetermined, yet, in the verse, 
so TPu ch the more ahve Besides, the word ‘dehght , as it is used 
at the end of the passage quoted, appears like a jewel m a trans- 
lucent sea, and satisfies our claim for the fimte The white , and 
the ‘pure’, and ‘love’, and ‘sweetness , and goodness , and the 
‘clear’, all these terms express here the (in tendency) self- and 
form-transcendmg value of deep onginal freedom, that is, of the 
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active principle in its potential intensity, and in its primal charac- 
ter 

These are obviously moral values Moral values are not apt to 
constitute the extrinsic object of art, in so far as any extrinsic end 
whatever is at war with, and tends to stifle and exclude, the 
essentially original, vitally present value of art But, in their in- 
trinsically purposive reahty, which forms their outstanding char- 
acter, they not only enter decisively into the content of a work 
of art, they constitute, or may constitute, its very motive- 
value Whoever says that art is a-moral, puts awkward, false 
schemes in the place of that which he does not see or know, 
unless his assertion has only a polemical chaiacter, depending on 
false views which it is intended to correct Now this is especially 
evident in the passage just quoted If the poet had spoken of 
pride, the verse would not have attained the same height, the 
same or the like powerful, wide, intimate, self-sustaimng reahty, 
and, though perfect, it would possess an inferior degree of per- 
fection, even from the purest aesthetical point of view It may be 
sigmficant, in this connection, to quote another passage, which 
IS perfect m its turn, but certainly not comparable with the one 
just quoted, in which Dahla is described, who, with aU her 
charms, comes towards Samson, hoping to deceive him again 
The chorus of the Damtes is wondering at her appearance, and says 

But who is this, what thing of sea or land^ 

Female of sex it seems, 

That, so bedecked, ornate, and gay. 

Comes this way saihng. 

Like a stately ship 

Samson Agonistes, 710 

If processes of things can be better explained in apd through 
their highest records, the hues just quoted from the sonnet On 
hs deceased Wife certainly contain the cause and the justification 
of Milton’s faith in his poetical vision, which sustained him, and 
also deceived him — as is generally the case, with all writers — 
whenever of the same costly metal we see only the dross 

5 The knowledge of the spirit is always a feast, however 
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laborious and tiagic the pioccss which it may presuppose oi in- 
volve Hence the folloving hnes aie cspccialh tiue 

How charming is divine Philosophy' 

Not harsh and crabbed, as dull fools suppose, 

But musical as is Apollo’s lute. 

And a perpetual feast of nectared sweets, 

Comtii A Mask, 476 

Philosophy may be understood in various meanings of the 
word, and especially it may be intended to deal with three 
different fields of knowdedge and may accordingK have three 
different defimtions 

(1) It may concern cosmological problems, the knowledge of 
the umverse, all-inclusive In tlus respect the sacntist is, or w ould 
be, by far the best quahfied But he ought to know or studv also 
the nature of thought, of inner bemg Two different attitudes 
and competences, however, w-’ould then be lequiicd, which may 
hardly be found in the same person In fact this philosophy does 
not in practice exist, or only in qmte unsatisfactory' forms 

(2) It may concern a critical studv of the thought, and the 
processes of research, of each particular science A beginning of 
such critical study of scientific thought is found in e\cry treatise 
of saence — ^physical and moral sciences as well But we find it 
only as rudimentary, except for the historv of mathematical and 
historical thought The same incompatibihty of attitudes just 
alluded to prevents its development 

(3) It may concern the study of the nature of thought and sub- 
jectivity This is the specific competence of philosophy Why 
then IS psychology not philosophy’ Psychology is not 'h’' es ■'r'’y 
only because it does not take into account — as it ought to take into 
account— the fundamental, theoretically (no less than practically) 
most important problems of mental reahty, which have been the 
main concem of philosophy through more than tw o thousand 
years The different attitudes of men, however, may to a certain 
extent justify its distinct existence m particular fields of research 

Philosophical knowledge, in tlus its specific competence, can 
only be intimate — a knowledge through a kind of identification, 
self-active, formative, creative, and, m this sense, poetical 
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I Thomas Gray is beyond any doubt not a mystic So much the 
less may suspicion anse that m his frequent references to inspira- 
tion there may be an over-emphasis, reflecting the ethical wiU 
rathei than the naked and genmne, unforced cogmtive-poetical 
expression, or ‘experience’ 

‘Rapture’, ‘bright Rapture’, ‘gen’rous spark’, ‘soft controul’, 
‘genume ardor’, are so many names for inspiration in his poems, 
and also, refernng to closely kmdred concepts and feelmgs, ‘un- 
taught harmony’, m the hne 

The untaught harmony of sprmg 

Ode on the Spring, 7 

This word ‘untaught’, and others which express the same con- 
ception, recur frequently in Enghsh poetry, and here also, and 
here especially, it is highly suggestive, it has a remarkable im- 
mediate value and content For mdeed, in my opinion, it does 
not simply mean that the singing of the birds, to which, among 
other things, it refers, is untaught, because instinctive It pomts to 
elemental forms of feelmg and bemg which are neither appre- 
hended, nor simply hereditary or derived 

That this thought was not absent from Gray’s mmd, that this 
very use of the word ‘untaught’ must be coimected with it, is mdi- 
cated or confirmed m his ‘Hymn to Ignorance’, where he, an 
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eager scholar, exalts ignorance not only as a rest from ‘wit’s de- 
lusive ray’ and from the wearing labyrinth of derivative causes 
and explanations, not only as another name for the ‘dews 
Lethean’, but, most likely, even as the renewed nuptials of 
the soul with a primordial faith, which is above the wisdom 
of the body and its accumulated organizations and instincts, and, 
on the other hand, above consaous items of knowledge He 
says 

Ah, Ignorance' soft salutary pow'cr' 

Prostrate with fihal reveience I adoie 

Hymn to Ignorance, 9 

Ignorance in the ordmary meamng of the word is self-ccntied, 
presumptuous, pitiless and senseless and shallow But here it 
seems to be something profound In fact it seems to be here, if 
I may guess, a power of renewal, a fresh and rich innocence In 
another passage, though driving ignorance away, disparagingly, 
he says that it has ‘looks profound’ {Ode for Music, 3), as if even 
there he could not entirely renounce such a conception, accord- 
mg to which Ignorance is neither blmd, exclusive pride, nor a 
mere tabula rasa, but a virgin power 
He who has reached the world of essence is left with feiv 
words and no aboundmg ostensible items of knowledge He 
finds himself rich with a nutshell of concepts which cannot be 
labelled — ^which are most radically related to the unin’ of the 
mental synthesis and its mtrmsically characterized possibihtics 
Besides, he knows how lame his knowledge is, in face of so many 
a problem Again, the feeling of ignorance may be one with the 
very spirit of truth All tbs, and much more, can be found m 
‘ignorance’ But, I tbnk, both in the first and m the second 
passage q^uoted, it is above all the untaught harmony, and wis- 
dom, at wbch the poet is wondering, and which deservinglv 
rivets bs attention For no reference to instincts could inteUigibly 
explain its value, and it mvolves the problem of an original 
causahty and of an mtrinsic nature of subjective being, fertile 
and generous 

In the ‘Hymn to Adversity’. Gray sees m sorrow one of the 
mam sources of, or ways to, the renewing, creative power of 
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poetry He personifies Adversity as a Goddess and says, address- 
ing himself to her 

The genTous spark extinct revive, 

Teach me to love and to forgive. 

Hymn to Adversity, 45 

The ‘spark’ of inspiration is depicted as generous, and a kinship 
with love’ and ‘forgiveness’ seems to be imphed in it Its moral 
value IS, here also,^ though vaguely, asserted But why is it 
generous, intrinsically and ultimately^ Is it because it carries 
withm itself, as I have often said or implied, its uncaused (not 
extrinsically caused), mfimtely impersonal prinaple, felt as such^ 
I must pomt out a possible objection, though I merely mention 
the far-reaching problem it calls forth Why then, it may be 
objected, does not effoit also carry within itself some sense of its 
utterly intrinsic and eternal caused If there is anything origmal 
and potential, it is effort Effort, in fact, if it were entirely neces- 
sitated, would be an absurdity, or else a mere illusion Yet effort 
seems to possess the infinite of freedom, not, generally, that of 
freedom’s primal and intrinsic character It clearly indicates that 
self-causality, however essential to any intimate value of umver- 
sahty, and, at least up to a certain point, explicative of it, is yet 
not sufficient to constitute it, unless through further quahfica- 
tions 

The pervasive and soothing and dominant power of poetry is 
expressed in the lines 

Oh^ Sovereign of the wilhng soul, 

Parent of sweet and solemn-breathing airs. 

Enchanting shells the sullen Cares, 

And frantic Passions hear thy soft contioul 

The Progress of Poesy, 13 

High in the summit of the living present lies this ‘controul’, 
winch renews and restores hfe and sustains its burden Every 
passion is raised by art into a higher passion, less blinded in its 
objects and external, less exclusively belonging to one’s separate 
self, instinct with the joyous eternity of the sensuously creative 
1 Cf Chapter II, § 4 
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form But, above all, it is transfoimed in a moment of inward 
truth, in a moment infmitelv true, and less onc-sidcdly true, it 
IS brought closer to its ever-renewing source and to the w ide and 
rich unity which is disclosed b-v this veiy lenewal 
If this element is ‘untaught’, ‘generous’, and serene, it is also, 
or may be, a decisive influence, a unique hght in one’s piocess 
of knowing, and in one’s hfe’s wayfaring The dead bards, as 
Gray images, are not entiicl) oblivious of this woild of ours 

hithei oft a glance from high 
They send of tender svmpathv 
To bless the place, wheic on their opening soul 
First the genuine ardor stole 

Ode for Mthu, 19 

In the following passage poetical inspiration is even more 
directly and exphcitly described 

Bright Rapture calls, and soaring, as she sings, 

Waves in the eye of Hcav’n her many-colour ’d wings 

The Bard, 123 

It bears witness to itself, being both the giver and the gift, and 
reveals its nature especially as regards tv o elements It is at one 
and the same time ‘Raptuie’ and material richness (cf ‘her man\- 
colour’d wings’) It is far from rapture as conceded by many 
ascetic rehgions and philosophies, that despise the sensible form 
— from which however, I think, they draw their verv concepts 
This essential element of rich material conditions, outside and 
in the brain, and of a multitudinous origin of the inspiied thought 
in the sensible material, within one’s field of sentienc} , is repre- 
sented again by the image of the 'trembhng strings’ in the fol- 
lowing hne% 

Awake, Aeohan lyre, awake, 

And give to rapture all thy trembling strings 

The Progre^ii of Poei>y, i 

Also the expression, ‘The pomp and prodigality of Hcav’n’, and 
‘a luxury of hght’, in the ‘Stanzas to Mr Bentley’ (vv 20 and 
24), may be referred to the same conception 
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2 This character of poetical thought, opposite, antagonistic in 
a sense to, yet inseparable from ‘Rapture’, from actual infimty 
and even from ‘Melancholy’, is not only, m Gray’s poems, ex- 
phatly mdicated For his Muse originates deeply and richly m 
the thmgs themselves, is pregnant with them At the same time 
he depicts every item of form, not in its fimte particularity, but 
representmg it m such a way as to convert it into a prmciple of 
activity and mfimty, and indeed in a highly indeterrmned reahty, 
in a kind of virtuality This may be illustrated by the following 
passage, wheie he represents the flying ‘insect youth’ by saying 

Yet hark, how thro’ the peopled air 
The busy murmur glows ' 

Ode on the Spring, 23 

A common character is disengaged (common to murmuring and 
glowing, cf ‘The busy murmur glows’), more elemental and m- 
determinate even than the murmuring and the glowing The 
single insects aie represented only by their being busy, their 
murmur, their glowing, and the image of the ‘peopled air’ 
They are described again in the hnes 

Brush’d by the hand of rough Mischance, 

Or chfll’d by age, their airy dance 
They leave, m dust to rest 

Id, 38 


The secret of the transparency of the passage is agam ontological 
Thought seems to be refined, thinned, into its essential values 
and modes inward active potency and infimty, objective endless 
multiphcity, joy and pnde of form, infimte want (or resigna- 
tion?) face to face with final rest and death Yet sompthmg more 
of the spiritual essence is revealed The ‘airy dance’ seems not 
suffiaent to justify the alternate play A deep sense of sadness and 
an all-comprehensive outlook of reahty are in some way con- 
tained in this passage 


3 The soul’s unanswered infinite demand is ongmal and, I 
t hink , ultimately real, and is felt as such by the poet Gray gives 
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a strong foim to it in the image of an almost tangible silence 

And all the air a solemn stillness holds, 

Elegy lllitten in a Country Church-^Yard, 6 

This silence is rehgious, in a sense Because its immediate, naked 
value seems, and at one and the same time docs not seem, self- 
sufficient, self-explained Its very actualit\ seems to rule out de- 
rivative and external causes for its explanation On the other 
hand, its very immensity makes us suspicious and wondeimg 
Its very weight seems to conceal, as it wcie, a superior powci and 
value which we do not know% in the inmost coie of being, or iii 
the fabric of the universe 

A present unansw^ered infinit} , a shadow of freedom itself, or 
else ovcrwdielmmg it is pcihaps the chief note in Gra\ 's few 
poems He calls it 'Melancholv’ (cf Ode for 27-34) It is 

forcibly expressed in the hnes 

The plowman homew^ard plods his w carv w ay. 

And leaves the world to darkness and to me 

Elegy Written in a Countty Churchy-Yard, 3 

In the first hne everything speaks effort — ^w’carv effort, and weari- 
ness The very sound of the s\llables is instinct wuth it Also a 
feehng of the universality of effort is expressed, for (this may 
confirm or support such a feeling) effort is presumably to be 
found everywhere in living natuie Effort is comparatw ely form- 
less Almost Its only form is certainty It is aU bent to its object, 
self-transcending, identified either with its effects or, on the other 
hand, with its quantity, intent upon transcending present feeling 
and quahty It has no rich content, no vast presentness, no 
memory or retention about itself We guess it m howls, shiieks, 
yells of figjiting ammals, contrasted wnth the trill, the w^arbhng 
of a bird Its value is borrowed from its external ends, or is to be 
identified with some undisclosed motive-value which underlies 
effort (for instance, a feeling of responsibihty) Simple effort— if, 
for example, I walk my ‘weary wav’ — ^is neither selfish not un- 
selfish, and seems barren Yet pragmatically and socially there is 
nothing more essential and deserving And there is innocence and 
lowhness in its pride, and our poor humamty What is relevant 
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in the present connection, to sum up, is that there seems to be 
lacking m effort an independent life of form 

The barrenness and isolatedness of effort constitute the re- 
vealed concepts and the reahty which logically, intelligibly 
umte the first and second Ime quoted Sohtude merges into isola- 
tion Darkness is the soul’s only possession Infimty is there only 
to enhance the poignancy of one’s lonehness The last contact 
has disappeared, and now we see how heavy is infimty, when 
we are not lost in, and renewed by, an echo, however dim, of 
form’s self-active principle Indeed, in so far as the world is left 
‘to darkness’, there could be expressed in the verse a shade of 
sweet melancholy, but the following words, in the same hne, 
strike a sadder note 

By way of conclusion, and of confirmation of what I have 
hkewise stated elsewhere, and would like to make more and 
more apparent, it is first of aU because of the essential, radically 
ontological character of the truths in which Gray’s life and mind 
are centred, that a ray of beauty shines in his rhymes, not easily 
forgotten 
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If the concept of simplicity had been dulv considered, a decisive 
step would have been made tow ards solving the mam problem 
of aesthetics Philosophers, though calhng attention to it in ceitam 
respects, have overlooked it, especially, when dealing explicitly 
with labelled Aesthetics (unless with reference to external, ‘formal’ 
concepts of simplicity , e g , of symmetry’, of economy) So much 
so, that Instonans of aesthetics, so far as I know, hav e failed to 
trace and gather any precious thread of thought in this direction 
But this very concept of simpliaty has been expressed, and gn cn 
full prominence to, bv a poet, WiUiam Collins, in his ‘Ode to 
Simphaty’ He says 

Tho’ Taste, tho’ Gemus bless. 

To some divine Excess, 

Faints the cold Woik till Thou inspire the whole. 
What each, what all supply, 

May court, mav charm, our Eye, 

Thou, only Thou can’st raise the meeting Soul' 

Ode to Simplicity, 4.3 

Thought forms itself in and through a moment of infimtt 
opening Indeed this vitally potential moment cannot be absent 
m any subjective unity whatever ^ But in its highest expressions, 

^ Cf Introduction 
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when thought originates in a richer objective multiphcity, and 
discovers itself, its deep identity, in and through its manifold 
conditions and sources — ^in the world of mental presentments — 
then a strong simphcity, mstinct with eternity, is revealed, under- 
lymg and dominating the richness of forms 

Simphaty means an indeed admirable imphcation of all in all 
Now (according to the conception which I am trying to vmdi- 
cate) that which is ‘imphed’ is not ‘latent’ m the world of con- 
ditions, waiting, as it were, for development, and m fact not real 
Neither does ‘imphed’ mean ‘mferentially imphed’ It means 
that the ‘imphed’ somethmg is felt in the present moment as 
intimately kindred with it, intelhgible in it, both reahzed, m a 
measure, and mfimtely reahzable m and through it, contained in 
It m essentia It means that the present moment — ^the actually pre- 
sent power of renewal, itself one and mamfold, mtrinsically 
characterized — ^is made mtenser and deeper and truer by the 
‘imphed’ somethmg Thus the simply possible acts of self-sacnfice 
share m the nature and power of a moment of love, weigh on its 
present reahty, are ‘imphed’ or ‘contained’ in its ultimate and 
actual nature, even if they are not at ah envisaged, provided they 
are not, as they cannot be, excluded 

In what sense can ‘Gemus’ and ‘Taste’ (m the hnes quoted) be 
rightly distingmshed from, and opposed to, simphcity^ Chiefly, 
I think, masmuch as simphaty more powerfully and in a higher 
degree disengages the intrinsic, the primal and the eternal character 
of self-activity It overshadows, not only the particular forms, 
but all simphaty and harmony of form in which this very char- 
acter of simphaty is less powerfully donunant It is the supreme 
value, akm to love’s, even one with it 

Love, only Love her forceless Numbers mean 

Id, 39 

This also IS hteraUy true Only then we must renounce the more 
specific meaning of love and chanty^ The bringing together of 
love and simphaty is remarkably sigmficant Firstly it confirms 
the fact that simphaty is conceived by the poet as possessing a 
positive, creative chararter, not ‘formal’, not static, not mecham- 

Cf Chapter I, § i8 
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cal Secondly, it emphasizes in simphcity the effacement of self, 
and of all arbitrary and externally constructive wiU 

In the Ode referred to, Simphcity is exphcitly represented, 
though in no less hvely and direct a way But it is in the Ode 
dedicated to 'pensive eve that the self-sustaining deep radiance 
of simphcity is most happily embodied 

Now teach me, Maxi compos’d. 

To breath some soften’d Strain, 

Whose Numbers steahng thro’ thy darkmng Vale, 

May not unseemly with its Stillness suit, 

Oie to Evenings 15 ^ 

Simphcity is a value of infimty and purity, beyond all forms, as 
far as possible , whose only form is harmomous stillness, or silence 
It IS indeterminacy (potentiahty) as a self-sustaining primal char- 
acter of form Itself It is essentially all-pervasive The quoted hnes 
ehcit this and other characters of the utterly simple, as lying m 
the ‘Strain’ itself Such an immediate presence of the imponder- 
able IS rarely attained 


^ Italics m the text 
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WILLIAM BLAKE 

1757-1827 


POETRY AND PROSE OF WILLIAM BLAKE, edited by Geoffrey 
Keynes Complete in one volume The Nonesuch Press, London 
Fourth Edition Reprinted, 1941 


I Though Blake is generally considered as a mystic, we do not, 
I think, find in his poetry and prose the distinctive characteristics 
of mystiasm and especially — ^in closer connection with the pre- 
sent study — ^it seems to me that his poetical mspiration and reahz- 
ation exclude what is mystic m a restricted sense 

I leave aside the praeternormal phenomena of vision and per- 
haps of audition, mentioned m his writings, and particularly the 
fact that parts of his longer poems were written, we may adrmt, 
m a condition verging on trance Psychic powers, undoubtedly, 
do not constitute the central trait of mystiasm 

I leave aside, also, Blake’s Symbohc Mysticism Firsdy Sym- 
bohc Mystiasm, though generally foimd m the mystics, does not 
constitute the value and essence of their doctnne, it is, we may 
say, not mystiasm Secondly, symbols — that which charac- 
teristically differentiates them from other means of expression — 
seem to me to be unpoetical Poetic expression is a moment of hfe 
and truth, but symbols are stiffened things, with the super- 
addition of abstract conceptions, or references to extrinsic powers 
and causes, which are not fuUy reahzed, and lack the self-de- 
pendent, self-witnessing truth of form We see sometimes m 
Blake’s poetry expression overlapping m symbols For instance 
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For a Tear is an Intellectual thing, 

saw a Monk of Charlemaine\ 25 

Every Tear from Every Eye 
Becomes a Babe in Etermty, 

'To see a World tn a Gram of Sand\ 67 

But certainly this is not Blake’s real poetry The concept ex- 
pressed, or symbohzed, m the hues quoted is, I suppose, the 
following Every sorrow, more than any other reahty of con- 
sciousness, more than prayer itself, goes on hving in the Macro- 
cerebrum of the world, calhng for love and pity and help, and 
commumon, and atonement As thought has not exhaustively 
Its cause in the given conditions in which it originates, but bears 
m Itself a perpetually imtial principle of causahty, we have no 
right to put a hmit to its vitahty This, I think is true But the 
symbolic expression seems to be there only to add an element of 
hardness, of violence, an overstretched and rigid, unconvincing 
form of presentment, and a mysterious and weird element, 
which, at Its best, m my opimon, is only an inferior ingredient 
in poetry 

Now let us consider the central and distinctive feature of 
mysticism Mysticism is characterized by a feehng of the infimte, 
conceived not only as an essential character of inner being in its 
transient reahzations, but as a reahty existing outside all single 
realizations, and in itself highly contradictory For this reahty is 
conceived, on the one hand, as fundamentally creative it is a 
living umty, it is love, and value, and, most certainly, form and 
time, and, on the other hand, it is represented, or asserted, as 
formless, timeless, immobile, fixed The inherent contradiction 
should baffle and defeat us m our very power of thinking, but it 
is not exaqfly so for the mystic He gives the greatest prominence 
to the umntelligihle character of the Divine Umty His mental 
attitude IS ethical and practical rather than cogmtive 
Blake does not mimmize intellectual powers, rather he is their 
avenger He vmdicates thought in its true and deepest meamng, 
as the fundamental reahty, and essentially one with hfe — life 
bemg intimately inteUigible in and through it For instance, in 
his httle poem ‘The Fly’, he compares a fly to himself, while 
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refemng to a common pnnaple, which he calls ‘thought’ Com- 
pare the stanza 

If thought IS hfe 
And strength and breath, 

And the want 
Of thought IS death, 

Little Fly, 13 

He identifies thought, as we may infer, with ‘Poetic Gemus’, 
which is ‘the first prmciple and all the others merely derivative’ 
[The Marriage of Heaven and Hell, p 186), and with Imagination, 
which, hke ‘poetic Gemus’, and hke the word, is both spint and 
body {c£ All Religions are One, ^ i/^S, The Laocoon Group, -p 580, 
‘The Eternal Body of Man is The Imagination’, Milton, II, 35, 
p 418 ‘The Imagination is not a State it is the Human Existence 
Itself’, cf also, e g , pp 818, 820, 926) Indeed imagination is 
highly representative of, and may stand for, the active prmciple 
in Its original values and forms ^ If it be duly considered m its 
fundamental meaning and nature, imagination must be identified 
with the principle of thought itself, and not regarded as merely 
one of Its particular forms 

Blake rmmmizes the abstractly objective moment of thought 
(cf the passages ‘Abstract Philosophy warrmg m enmity agamst 
Imagination . ’jJefMSfl/em, I, p. 5, 437, and ‘An Abstract objecting 
power that Negatives every thmg ’,Id, 1 , 10, p 442) But these 
statements are simply in accordance with all reasonable thinking, 
for this abstractly objective moment of thought has only a 
secondary place in mental hfe and in theoretical thought itself 
Blake is far, as far as one could possibly be, from emphasizmg, 
with the mystics, the uninteUigible or irrational character of 
reahty *■ 

Moreover, all secondary mystic, or quasi-mystic, elements 
which we may seem to discover m Blake’s temperament, the 
complexities and strangeness of subhminal workings, a certain 
kmd of crudity and violence, and overstretched and over-em- 
phasized generahzations, disappear, in his verse, at the first call 

See Chapter XV, § 41 

88 



WILLIAM BLAKE 


of the Muses, they are, as it were, swept away by the wind of 
poetry 

2 The poem to Spring is, we may say, a danng persomfication 
at the same time of spring and of spiiit, an embodiment of spirit 
in the shape of sprmg For expectancy, and the impassioned and 
humble, deep longing for the spring, birth of light and of the 
world of forms, song in its vast piesentness and innumerable 
sources, the power of materializing the figure even to extreme 
details (cf locks’, ‘garments’, ‘feet’), without these being cut off 
from the umty and fullness of the image itself, form-m-the- 
makmg in its twofold power of joyous actuahzation, and of 
infintty exceeding any determined form, endlessly vast trans- 
parencies, humihty (cf v 8), and, deeper than any desire for the 
spring, and prior to it, the intimately and umversaUy active long- 
ing for form these and other radical aspects of the mental syn- 
thesis — of Its most creative moment — ^are expressed in the few 
hnes 

O thou with dewy locks, who lookest down 
Thro’ the clear windows of the mormng, turn 
Thine angel eyes upon our western isle. 

Which in full choir hails thy approach, O Spring ^ 

The hills tell each other, and the hst’ning 
Valhes hear, aU our longing eyes are turned 
Up to thy bright paviUions issue forth, 

And let thy holy feet visit our chme 

Come o’er the eastern hills, and let our winds 
Kass thy perfumed garments, let us taste 
Thy morn and evening breath, scatter thy pearls 
Upon our love-sick land that mourns for thee 


To endeavour to translate beauty in my poor words would be 
foohsh, and here I wish only to call attention to a nunor detail 
The more a noun, in the preceding hnes, is determined and ob- 
j ectively hmited, the more the adjective which accompames it is 
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possessed of a character of wide and actually felt possibility of 
reabzation, i e , a character of actual infinity (cf ‘dewy locks’, 
‘perfumed garments’, ‘holy feet’) Or when, on the other hand, it 
IS not accompamed and transformed in the verse by any adjec- 
tive, we find that it is a highly mdeternunate name, highly com- 
prehensive, a key to the many, capable of unhmited quahfica- 
tions (cf ‘approach’, ‘chme’) Indeed the ‘hfils’ may seem to form 
an exception, but they ‘tell each other’, shanng m the multi- 
tudinous source of the song, extending the hvmg present — one’s 
span of consciousness — to remoter hmits, tissumg, as it were, the 
web of thought 

The personification shows nothing fictitious or rhetorical, be- 
cause there is in it an original and perpetual substance, an ever- 
living reality, of which it is born and which justifies it The poet 
does not write while seekmg for a moment of naive imagmation, 
or indulging m it, but in a moment of vigilant truth, behevmg, 
and rightly behevmg, that what he says is ultimately real — either 
located in the objects, or in eternity, that is, in the intrmsic nature 
of thought For the poem expresses not only the awakemng of 
the spring, but, identically, the birth of spirit, in which given 
historical conditions and strictly ‘existential’ truth become even 
less prominent 

But pride of form, as compared or contrasted with its first 
bhssful dehcate touch, is more forcibly expressed, as it had to be, 
in the hnes to Summer 

on 

Some bank beside a river clear, throw thy 
Silk draperies off, and rush into the stream 
Our vallies love the Summer in his pride 

To Summer ‘O thou, who passest 

The moment, agam, of the first disclosing, the dll-powerful, 
all-pervasive moment of form in its potency, is referred to, let us 
say, as the thing, greater and higher than which nothing can be 
thought, m the hnes 

My lord was hke the opemng eyes of day. 

When western winds creep softly o’er the flowers. 

Fan Elenor ‘ The bell struck one 
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In the short poem ‘Memory’ the deep essential character of the 
spontaneous ansmg of memories, and, more generally, of con- 
templation, IS depicted 

Memory, hither come, 

And tune your merry notes. 

And, while upon the wind 
Your music floats. 

I’ll pore upon the stream, 

‘Memory, htther come ’ 

The subtle value is here expressed both of the unbidden, self- 
dependent, perpetual origm of thought — the ever fresh joy m 
self-revealing forms — ^and of Melancholy — ^infimte mtimate de- 
mand never fulfilled (‘Melancholy’ is exphcitly mentioned m 
the second stanza of the poem, not given here ) The kinship 
between this joy, and melancholy, and a deeply felt value of 
eternity, hes in the very nature of creative freedom or, m other 
words, of formative thought, and it is, m these quoted hnes, 
reached and revealed A E Housman, in his essay The Name and 
Nature of Poetry^, seems to say that the httle poem is beautiful, 
just because there is no thought in it He quotes the whole first 
stanza and adds ‘That answers to nothing real, memory’s merry 
notes and the rest are empty phrases, not things to be imagined, 
the stanza does but entangle the reader m a net of thoughtless 
dehght ’ Here Housman yields to the common prejudice, or 
shallow and false view, according to which that is ‘thought’, 
which IS really what is cheapest in thought' 

The unsought memories appear also frequently to be self- 
purposive — with no extrinsic end, and not necessitated by an 
external cause That also adds to their spiritual hghtness and full 
presentness t»f value Inspiration shares in this character And the 
poem to the Muses, which is a kmd of Invocation, represents the 
Muses through this quahty— through a value of inward pur- 
posiveness and of present, actual infimtude,the ontological nature 
of which I have endeavoured to investigate on more than one 
occasion 


^ Cambndge University Press, 1938, pp 42, 43 
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Whethei in Heav’n ye wander fair, 

Or the green corners of the earth, 

Or the blue regions of the air. 

Where the melodious winds have birth. 

Whether on chrystal rocks ye rove. 

Beneath the bosom of the sea 
Wand’ ring in many a coral grove. 

Fair Nine, forsaking Poetry ’ 

How have you left the antient love, 

To the Muses ‘Whether on Idas shady hrow ’ 

The poet thinks that the Muses are not dead, they wander some- 
where, though forsaking poetry In fact their spirit is essentially 
one and the same thing with the all-original cause of form and 
the very principle of love It would be preposterous to assume 
that — ^in any time and country whatever — they are definitely 
dead Then we are confronted with this arduous problem How 
can the essentially original flame cease to be^ The very purity of 
Its perpetual novelty — ^its non-derived and non-composite char- 
acter, Its not being entirely constituted by given conditions and 
dependent on them — seems to be a token of the factual etermty 
of its principle Hence we strongly feel that if the Muses do not 
visit us. It must be for second causes, let us say, accidentally We 
can appeal to them, something can be awakened in the most deh- 
cate seed, where nature is uncorrupted, most potential and 

free and in the making 

::^3 An acute and most peculiar contribution of Blake to ehcit, 
to render more exphcit, one’s consciousness of theie being an 
original element in subjective reahty, has a close connection with 
the problem of evil He says that the principle (‘the soul’) of 
form IS incorruptible, that there is an inviolable purity and inno- 
cence in the positive, most real element of creative novelty 

The soul of sweet dehght can never be defil’d 

The Marriage of Heaven and Hell, p 184 ^ 

^ Cf also America, p 204, Auguries of Innocence, lines 61, 62, p 119 
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This spirit of delight, this joy, cannot be intimately affected by 
extrinsic causes Moreover, it "can never pass away’ (Visions of the 
Daughters of Albion,^ 194) It is possessed of a cosmic signifi- 
cance It contains a value of mfimty and umversality — even 
when the particular subject does not subordinate itself to self- 
transcending aims It overshadows evil, in some way, and seems 
to show that that which is most surely real and fundamental is 
good 

Blake does not say that evil does not exist This crude and, I 
think, false statement is found sometimes in descriptive philo- 
sophy, but could hardly find place in cogmtive-poetical reahty 
Besides seeing evil, in a sense, in what may be described as a 
lesser good, besides seeing it in the horrible suffering and destruc- 
tion of which the good of one hvmg being is the direct or in- 
direct cause as regards other living beings (and in this thought he 
finds no peace and tiies desperately to reconcile the fact with his 
rehgious faith) , Blake sees positive evil when the deepemng of 
one’s consciousness could possibly avoid it, that is to say, in bad 
wilt He sees it first of aU in the cruelty of the political and social 
Hydra 

In every cry of every Man, 

In every Infant’s cry of fear. 

In every voice, in every ban. 

The mind-forg’d manacles I hear 

"I wander thro’ each charter’d street ’ 

He sees evil in the utihtarian spirit, in conformity with which 
j oy is made either an end or a means, and is no more a motive-value 

He who bends to himself a joy 
Does the winged hfe destroy. 

But he who kisses the joy as it flies 
Lives in etermty’s sun rise 

Eternity ^ 

Let us quote in this connection the following passage, where 
fundamentally the same point of view is vindicated Value is 

^ I have partially followed in this quotation the Oxford University Press 
Edition (first published 1913) which in the first line reads ‘bends’ instead of 
‘binds’ 
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represented as intrinsically purposive, self-dependent, non- 
utilitarian 

The Angel that presided o’er my birth 
Said, ‘Little creature, form’d of Joy and Mirth, 

Go, love without the help of any Thing on Earth’ 

'The Angel that presided o'er my htrth ’ 

Love must live by its own power and for its own sake, without 
thought of reward and without any external support whatever 
He sees evd, again, in the meanness of small, poor satisfactions, 
ambitiously sought for 

These are the tricks of the world, but the pure soul 
Shall mount on native wings, disdaining 
Little sport. 

King Edward the Third, p 33 

He sees positively moral evil in the moment of form in its 
exclusiveness, verging on the form qua formed, or at least this 
concept seems to be adequately expressed by the words he uses 
on one occasion ‘unprolific, self-clos’d, all-repelling’ [The First 
Book of Urtzen, p 220) Yet even in ‘pride of Selfhood’^ a gram 
of goodness must be found, for, as it is frequently stated, ‘every- 
thing that lives is holy’ * Moreover, ‘pride of Selfhood’ is a 
‘Contrary’, I suppose, and ‘Without Contraries is no progres- 
sion’ ® Blake even says, ‘ all Act is Virtue’ * Most obviously, 
however, both in his poems and in his prose writings, he does not 
claim to go beyond good and evil, except as regards given forms 
of them, he does not fall into Energetism — ^which (I maintain) is 
the denial of the spirit’s deeper nature 

He utterly abhors life becoming ‘opake’, ‘unexpansive’, ‘petri- 
fied’ ® What he most decidedly and most constantly condemns is 

^ Cf , for example, pp 488, 506 

® The Marriage of Heaven and Hell, p 193, America, p 204, Jerusalem, HI, p 
526, Annotations to Lavater s Aphorisms, No 309, p 717 
® The Marriage of Heaven and Hell, p 181 
^ Annotations to Lavater s Aphorisms, No 640, p 735 
* Cf , for example, pp 292, 385, 532, 294, 216, 291 Cf also The First Book 
ofUrizen, U., 4, p 221, The Book of Los, 1 , 10, p 243 
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the abstract intellect swaying outside its own competence, i e , 
the False Reason,^ which demes everything hvmg 

Mahgmty itself seems to be represented as an ultimate and 
highly po^en^Ia^ cause m the image 

Like a fiend hid in a cloud 

‘My mother groan’d ' my father wept ’ 

But Blake’s dommant idea is that the fundamental reahty 
shares the nature of hght and love even in thmgs abject and 
cruel In the poem ‘The Sick Rose’, the destructive ‘worm’ is 
depicted by its ‘dark secret love’, which intrudes in an infimtude 
of joy, enhanced in and through the infinite of its more visible 
quahty (cf ‘crimson’) The perpetual tragedy m nature’s womb 
IS contamed in the htde poem 

O Rose, thou art sick' 

The mvisible worm 
That flies in the mght. 

In the howhng storm. 

Has found out thy bed 
Of crimson joy. 

And his dark secret love 
Does thy life destroy 

‘O Rose, thou art sick’’ 

Ultimately bright is the tiger. 

Tyger' Tyger' burmng blight 
In the forests of the mght. 

What immortal hand or eye 
Could firame thy fearful symmetry? 

The Tyger 

The word ‘symmetry’ (let us confine ourselves to this detail) is 
related both to the physiological and the mental, and, as it were, 
bridges over them If m the place of ‘symmetry’ we had other 

^ ‘False Reason, cf J Middleton Murry, PFilliam Blake, 1933, Blake bimself 
generally says, ‘Reasoning Power’, also ‘Abstract Power’, ‘Abstracoon’ Cf 
above, § 1, Jerusalem, HI, p 533 
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words, such as ‘mechanism’, or ‘organism’, or ‘frame’, the poem 
would have been left comparatively deficient both as regards 
beauty and truth Symmetry, akin in some respects to the word 
‘synthesis’, succeeds m eliciting an origmal value of embodied 
potency and of unity-in-‘the-‘many 

Blake does not deny the ultimate reality of evil as suffering, 
nor of the moral evil — or bad wiU Bad will may be conceived 
as a lack of comprehension and charity, wherever we think that 
such comprehension or such charity might be wakened Blake 
does not face the problem, m what sense this bad will is intimately 
and actively real as had If he sometimes seems inchned to identify 
bad will with ‘Negation’, and ‘Negation’ with ‘Non-entity’, this 
rather sweeping conception is not defimtely stated But what he 
says is, I think, simple and true Every quahty of things is self- 
active, self-purposive It shares the intrinsic nature of subjectivity 
It IS spirit, or — if we like to use this word only to describe spirit’s 
highest developments — ^it cannot but partake of spirit’s most 
radical character It may lose this character only in so far as it is, 
to a certain extent, bereft of itself Indeed this is what m ordinary 
life most frequently occurs, inasmuch as a given quality is entirely 
subordinated to its objective conditions — ^for which, from a prac- 
tical point of view, it generally stands 

The following sentence is, in this connection, especially sig- 
mficant Blake says ‘Each thing is its own cause and its own 
effect’ {Annotations to Lavater s ‘Aphorisms on Man\ at the end, 
p 735) Apart from the crudity of the statement (which leaves 
aside external causahty — causality as it is generally understood), 
the truth which, we may assume, suggests and justifies the above 
quoted words, and which is vividly expressed by them, is this 
Each thing — either m its own life, if it is a living being, or in its 
qualities, qua perceived or sensed — ^is spiritual It is fryidamentaUy 
self-active and self-purposive It is at one and the same time its 
own end (intrinsic end) and its own cause Hence it is possessed 
with the self-transcendent value of a highly formative principle, 
of an essentially mental principle of immanent perfection (in the 
Aristotehan active sense of the word) And it bears in its active 
element something innocent, self-transcendent, purifying The 
proposition just quoted may be regarded as laying bare, in one 
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of Its most radical aspects, a concept which is ahve all through 
Blake’s poetry It is the concept of an original and essentially 
generous character of reality It is Blake’s imperishable message 
of joy 

It IS above all m the joy of children that he sees this original, 
eternal and untaught element 

When the voices of children are heard on the green 
And laughing is heard on the hill. 

My heart is at rest within my breast 
And everything else is still 

Nurse^s Song, in Songs of Innocence 

4 This inmost joy, unconquerable, creative, is certainly one 
with Blake’s acute sense of actuahzation or form as an original 
force Indeed the vivid notion of this principle is the source of 
so many vigorously expressed truths in his prose, and particu- 
larly those concerned with a ‘self-derived’^ seed and intrinsic 
criterion of truth itself But, on the other hand, the same un- 
daunted and serene joy is evolved and refined through suffering 
and renunciation Blake himself says ‘Understanding or Heaven 
IS acquir’d by means of Suffering & Distress & Experience’ * 
Indeed his own intimate experience in this connection is but 
seldom exphcit in his works But a sohtary deep note is struck 
in the hnes 

Wisdom IS sold in the desolate market where none 
come to buy. 

And in the wither’d field where the farmer plows 
for bread in vain 

Vala, or the Four Zoas, II, p 278 


^ Page 742, Annotations to Swedenborgs Divine Love and Divine Wisdom (p 

233) 

2 Page 7s6,Id,pr 
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WILLIAM WORDSWORTH 

1770-1850 


THE POETICAL WORKS OF WORDSWORTH Oxford University 
Press Reprinted 1936 


I There is more difference between a flower and a piece of 
mechamsm, let us say a watch, than between a man and a 
flower This idea is implied — and its full sigmficance is ehcited 
— ^in the following passage 

How does the Meadow-flower its bloom unfold^ 
Because the lovely httle flower is free 
Down to Its root, and, in that freedom, bold, 

And so the grandeur of the Forest-tree 
Comes not by casting in a formal mould. 

But from its own divine vitality 

‘ “A Poet>’’ — He hath put his heart to school’, 9 ^ 

There is in a flower, and in aU hving processes — as, it seems to 
me, we must suppose — an ongmal motive-value of actuahzation, 
which IS really a cause m their development The word ‘bold’, 
in the hues quoted, happily ehats it We may also call this highly 
original value ‘determination’, yet it is a determination which 
implies mdetermmacy — ^freedom — as an element m its very 
reahty and strength * Indeed, determination is the stronger m 
proportion to its immediately imphed mdetermmacy 

On the other hand indeterminacy, as an aspect of freedom — 

^ Italics in the tea 

“ Cf my ■work II concetto dell’ indeterminazione, § 56 
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that IS to say, as a rcahty of potenc y, in which the many-in-one 
and a value of present infinity are conceivable — can be under- 
stood only as a moment of consciousne ss, of th ought, of sen- 
tiency ^^ as a value, as a feehng Hence the very concept of self- 
'actmty supposes in all hving processes, however humble, a prin- 
ciple of sentiency Wordsworth does not shrink from admitting j 
sentiency in vegetable life 

And ’tis my faith that every flower 
Enjoys the air it breathes. 

Lines Written in Early Spring, ijc 

Spon taneity as opposed to mechamsm is an outstanding mo-, 
tive-val ue th roughout Words worth^s poetry I use the word 
‘mechamsm’ in a wide sense, as another name for a process en- 
tirely ruled by relations of external conditionahty or, even more 
generally, by strict, rigorous necessity Philosophers have often 
tried to maintain an absolute necessity which is not mechamsm 
— ^which even has an ideahstic hue, and admits of mtimate pur- 
posiveness But they have failed, in my opimon, to make such 
a conception convincing It must be also recalled, in this con- 
nection, that the concept of fortmtousness (of indeterminacy qua 
fortuitousness) would still belong to the world of mere objective 
existence and not to that of subjectivity 

2 Let us consider this spontaneity straight away m its highest 
and most exphcit form Its inner principle is described in the 
following passage 

such dehght I found 

To note in shrub and tree, in stone and flower. 

That intermixture of delicious hues. 

Along so vast a surface, all at once. 

In one impression, hy connecting force 
Of their own beauty, imaged in the heart 

To Joanna, 45 

All items of vision absorb each other by the ‘c onnectin g force of 
their own beau^’ The principle of synthesis is not abstractly 
inferred, it ir* beauty’, it is ‘force’ It is a re ahty of experience It 
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IS at one and the same time a phenomenal and an ontological 
reahty It is an original power, intrinsically characterized, reveal- 
ing Its intnnsic necessity, its primal and eternal character, while 
absorbmg the manifold and reahzing itself in and through it 
Form and sense are not an obstacle to the knowledge of that 
very moment of self-activity which exceeds objective multi- 
phcity and, m some respects, form itself They are an obstacle if 
they abide, but not in the ‘flash’ of their transiency — which 
alone this very moment is known and in which alone it may be 
mteUigibly conceived The following hnes may be mterpreted as 
standmg either for an immanent or for a transcendent explana- 
tion regarding its possible abode 

m such strength 

Of usurpation, when the hght of sense 
Goes out, but with a flash that has revealed 
The invisible world, doth greatness make abode. 

The Prelude, VI, 599 

The allusion to a higher and entirely different reahty — as com- 
pared with that of hfe and sense — ^is undoubtedly strong here 
Yet It seems to me that m whatever belongs to a less inferential 
and hypothetical thought and which most surely belongs to the 
poetical-cogmtive value of the hnes here quoted, ‘the h ght o f 
sense’ and, on the other hand, ‘greatness’ and the ‘strength of 
usurpation’ represent, and are meant to represent, one and the 
same reahty The ‘ strength of usurpation’ d epicts tha t activ e deaths 
which IS, first of all, birth, renewal Ecstasy reveals the very prin- 
ciple of synthe sis 

The idea of a ‘purer’ or a ‘deeper birth’ is again that of the 
synthesis, as we know it directly, not inferentially, m experience 

The outward shows of sky and earth, 

Of hfll and valley, he has viewed, 

And impulses of deeper birth 
Have come to him in sohtude 

A Poet's Epitaph, 45 

For, ever as a thought of purer birth 

The Prelude, V, 332 
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The following hnes express essential aspects of original inde- 
terminacy obliviousness of the past, of all forms qua formed, 
plasticity and comprehensiveness and vigilant, ready renewal m 
all the vast field of sentiency 

Up the brook 

I roamed in the confusion of my heart, 

Ahve to all things and forgetting all 

'It was an April morning fresh and clear , 17 

The concept of an ‘active principle’ — ^in its full sigmficance, 
that belongs to the general history of philosophy and culture — ^is 
directly and exphcitly referred to in the foUowmg passages 

• yet we . 

. pertain full surely 

To a chiUed age, most pitiably shut out 

From that which is and actuates, 

Mustngs near Aquapendente, 323, 325 ^ 

that which moves with hght and life informed, 
Actual, divine, and true 

The Prelude, XIV, 161 

‘That which is and actuates’ could also be mterpreted accordmg 
to the so-called philosophy of ‘being’ — as opposed to that of 
‘becoming’ ‘that which previously (logically, genetically, or 
temporally) exists and then actuates’ It seems to me that the 
above expression, in this sense, would not be justified 
The active principle is represented m the lines quoted as that 
which we know, or may know, intimately, and not only infer- 
entially and abstractly However, qmte an opposite view is 
pointed ouMn another passage as possibly true 


An active Principle — ^howe’er removed 
From sense and observation, 

The Excursion, IX, 3 2 

I surmise that m this passage Wordsworth yields to the authority 
^ Italics in the text ^ Italics in the text 
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of a stern philosophy, which, while constantly missing subjectivity 
— ^yet feehng, strongly and deeply, its metaphysical requirement 
— ^builds up an alarming framework around it and in its place 
And perhaps it is significant that this passage does not possess a 
remarkable poetical value and we may plausibly ascribe it to 
Wordsworth’s prosaic, rather than to his poetical, thought 
But, no doubt, Wordsworth was himself convinced of the 
presence and knowableness of the active prmciple, both of its 
inward richness and its simplicity, in experience and in sensation 
or — to use his own words — ^in ‘creative sensibihty’ [The Prelude, 
II, 360) This was in fact his dominant thought 

Therefore am I still 
A lover of all the mighty world 

Of eye, and ear, — ^both what they half create, 

And what perceive, well pleased to recogmse 
In nature and the language of the sense 
The anchor of my purest thoughts, the nurse. 

The gmdc, the guardian of my heart, and soul 
Of all my moral being 

Tintern Abbey, 102, 105 

The thought here expressed has hardly anything to do with sen- 
sationahsm, according to the general acceptance of the word 
Wordsworth does not derive mind from sensations, rather, he 
sees mind m sensation ^ 

He conceives reason as a (spiritually) concrete reahty, it is but 
a higher passion (cf The Prelude, V, 40) Its objectivity is m fact, 
above all, self-transcendency, the value and power of thought’s 
wide, limitless identification with reahty, it does not funda- 
mentally depend on an abstracting and calculatmg process 
Reason’s highest name is imagination 

Imagmation, which, in truth, 

Is but another name for absolute power 
And clearest insight, amphtude of mind, 

And Reason m her most exalted mood 

The Prelude, XIV, 189 * 

1 Cf also The Prelude, I, 551, The Excursion, HI, 843 
»Cf Chapter XV, §41 
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The view according to which only that exists which can be 
divided into constituent parts for the purpose of analysis, cannot 
be true Wordsworth above all dislikes our obdurate blindness 
towards that which we know best — ^yet to which we do not pay 
attention, perhaps because it is too simple and because it does not 
keep busy the objectifying abstract intellect, our proud voluntary 
thought, 

that false secondary power 
By which we multiply distinctions. 

Id , II, 216 

Cf also Musings near Aquapendente, 326-30 ‘We murder to dis- 
sect’, he says {The Tables Turned, 28) He stigmatizes the out- 
wardly turned mind, ‘that loathes or slights’ feehng [To the Lady 
Fleming, 53) 

He opposes the view according to which, thiough a false con- 
cept — ^indeed, through the lack of any concept whatever — of 
subjectivity, ‘the human soul’ is conceived as if it were 

of a thousand faculties composed 
And twice ten thousand interests. 

The Excursion, IV, 988 

3 The preceding passages express a non-abstract conception 
of subjectivity, the principle of which is neither sought in the 
complexities of organized objective existents, nor inferentially 
asserted as something unattainable in experience The principle 
of subjectivity is found in fact in a value of present infimty, 
supremely real This conception is forcibly and searchingly 
expressed in the following hnes 

Our destiny, our being’s heart and home, 

’ Is with infimtude, and only there. 

With hope It IS, hope that can never die, 

Effort, and expectation, and desire. 

And something evermore about to be 

The Pi elude, VI, 604 

The concept of infmity is generally investigated by philosophers 
with reference to its meamng m a series of fimte objective exist- 
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ents, either from an elementary, or from a highly developed, 
mathematical point of view Similarly, the concept of possibihty, 
in Its subjective reahty, is generally overlooked, it is defined by 
reference to actually objective existents, these only being con- 
ceived as real No suspiaon arises that the tremendous and all- 
fecund feehng of the possible may deserve to be senously exam- 
ined as possessmg an unborrowed reahty From a far less biased, 
less one-sided point of view, the poet shows the potential moment 
— ^this actual infimty, this deeper aspect of freedom — as a non- 
provisional reahty It certainly cannot be known objectively or m 
distmct Items Nevertheless it is known most closely, it is the 
only thing we really know, it is that in which we have ‘our 
bemg’s heart and home’ 

In a poem presumably composed m 1786, when Wordsworth 
was sixteen years old, the feehng of infimty already finds perfect 
expression 


Dark is the ground, a slumber seems to steal 
O’er vale, and mountain, and the starless sky 
Now, in this blank of thmgs, a harmony. 
Home-felt, and home-created, comes to heal 
That grief 

‘Calm IS all nature, ’, 5 


He is always watchful of an all-pervading, powerful, present 
infini ty, seizing it, as it were, depictmg it as an actual reahty of 
great, umque sigmficance Walking upon a hiU in the Scottish 
^Highlands, he hears a girl smging, a sohtary reaper 

Whate’er the theme, the Maiden sang 
^As if her song could have no ending. 

The Solitary Reaper, 25 

The foUowmg poetical image is also a philosophical proposi- 
tion 

Suffermg is permanent, obscure and dark. 

And shares the nature of infimty 

The Borderers, III, 1543 

Compare, in this coimection. Chapters VUI, §9, XV, § 17 
Sorrow may awake the consciousness of a deeper infimtude 
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while forcing us to renounce, and wh le detaching us from, the 
brilhant world of forms This moment of self-renunciation, m- 
the blank of things, to use the poet’s words, may be that of a 
deep renewal and conversion And it may constitute a moment 
of wider truth, more comprehensible, and chantable, and search-^ 
mg, than even the all-penetrative moment of form m its first 
lummous, boundless mdeterimnacy and springtime opening It 
IS m these or like thoughts that the poet says that, ‘through a 
world of death’. Nature breathes into man 

a second breath. 

More searching than the breath of spring. 

Peter Bell, 1074. 

Infinitude lurks m the radiance of forms and in the very apex 
of joy as a primal longing for form and value, never satisfied, 
as a boundless requirement of the ethical soul, laden with the 
sorrow of numberless hves and seekmg a justification for it The 
infimte immanent value and beauty of transient forms, of httle 
flowers blooming, is apt to awake the thought of an mward 
hopeless tragedy — a contradiction m the spirit itself, the thought 
of an immense creative destiny which no immanence of value 
m any of its creations can satisfy It is perhaps this feehng — unless 
it IS sim ply the bewilderment and joyous commotion which 
beauty, hke love, can rouse, while destroymg in ourselves our 
accustomed, habitual world and our formed self— that is ex- 
pressed m the hues 

To me the meanest flower that blows can give 
Thoughts that do often he too deep for tears 

Intimations of Immortality from Recol- 
• lections of Early Childhood, 206 

But the darker aspect of the spint-indwelhng tragedy is certainly 
reflected in the passage 

So that a doubt almost within me springs 
Of Providence, such emptmess at length 
Seems at the heart of all things 

‘ When, looking on the present face of things’, 8 
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4 Is value represented in Wordsworth’s poetry as suggesting 
an immanent or a transcendent explanation, concernmg its ulti- 
mate nature and origin^ A transcendent explanation of value may 
be understood m two quite different ways Value may be repre- 
sented as being mspired by superior Powers Yet these Powers, 
m this view, may be conceived as being bom of the same spiritual 
essence, as being made of the same stuff, as reahzmg — though in 
higher forms — the same beauty, or love, which we know m our 
plane of life I would caU this a ‘relatively transcendent’ mterpre- 
tation of value, though, fundamentally, it would stiU be a radi- 
cally immanental interpretation For, from the point of view of 
the nature of value, it matters httle whethei its highest expres- 
sions are to be found in men, or whether theie are, m the great 
process of eaithly and non-earthly evolution, higher forms of 
intelligence These would still, in this view, share m the nature 
of value and form and time, and be dependent, even if they are 
immortal, on their perpetual renewal and development They 
would still be forms of that spiritual essence which is given us to 
mvestigate Whereas according to an absolutely transcendent 
view, value is asserted as being originated by something which 
IS Itself formless and timeless — and yet spiritual, which creates 
value’s and time’s very prmaple, though in a non-mteUigible 
way Value, by its very nature perpetually creative, would be 
originated by an all-powerful Umty, or Simultaneity, contam- 
ing time, as it were, cherishing it, yet nulhfying it ‘Immanent’, 
on the other hand, or ‘immanental’, I call that conception which 
interprets or tends to interpret value as present, active, self- 
caused, self-purposive, self-justified — and not derived from 
causes, either material, or divine, which are heterogeneous with 
It Here I wish only to quote some characteristic pasgages, which 
point to either one or the other of these interpretations as the 
first cause of value 

In the following passages, for instance, no doubt seems to arise 
about value — ^namely, in these hnes, love, as we know it in our 
earthly expenence — as being suffiaent to explam itself It is even 
represented, m the first passage, as mightier than the Gods of 
Olyijapus, an|d self-dependent It is Laodamia speakmg 
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The Gods to us are meraful — and they 
Yet further may relent, for mightier far 
Than strength of nerve and smew, or the sway 
Of magic potent over sun and star, 

Is love, though oft to agony distrest. 

And though his favounte seat he feeble woman’s breast 

Laodamta, 85 

Love’s passion is depicted through its es-entials m the follow- 
ing hues 

He flew to her from whom they would divide him — 

He clove to her who could not give him peace — 

Vaudracour and Julia, 154 

These are characteristic aspects of love, namely, the urge for an 
identity — which tolerates no hmit— with another hvmg bemg, 
and love’s value as somethmg which is far above peace and hap- 
pmess They strictly belong to, and are (up to a certain point at 
least) intelhgible in, the mtrinsic nature of the mental synthesis 
Obviously theie is no feehng here expressed of any necessity of 
explaimng them upon any ground other than love itself 

In the poem 'Resolution and Independence , Wordsworth 
beautifully describes sunrise after a tempestuous mght, his joyous 
and exalted thoughts lead him to remember bghly inspired 
poets, and eventually he says 

By our own spirits are we deified 

Resolution and Independence, 47 

The followmg passage, agam, testifies to an immanent, rather 
than to a transcendent, interpretation as regards the nature and 
origin of v^ue 

that blessed mood. 

In which the burthen of the mystery, 

In which the heavy and the weary weight 
Of all this umntelhgible world. 

Is hghtened — ^that serene and blessed mood. 

In which the affections gently lead us on, — 

Until, the breath of this corporeal frame 
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And even the motion of our human blood 
Almost suspended, we are laid asleep 
In body, and become a hvmg soul 
While with an eye made qmet by the power 
Of harmony, and the deep power ofjoy. 

We see mto the hfe of thmgs 

Tintern Abbey, 37 

On the other hand, a transcendent first cause of value (whether 
relatively or absolutely transcendent, is not apparent) is pomted 
out in the followmg extracts 


Well may our hearts have faith that blessmgs come, 
Streaimng from founts above the starry sky, 

The Cuckoo-Clock, 38 

But traihng clouds of glory do we come 
From God, who is our home 

Intimations of Immortality from Recol- 
lections of Early Childhood, 64. 

Thme is the tranquil hour, purpureal Eve l 

But ne’er can I beheve 

That this magnificence is wholly thme' 

An interimnghng of Heaven’s pomp is spread 
On ground which British shepherds tread' 

‘Had this effulgence disappeared’, 33, 35, 39. 

Compare also The Widow of Windermere Side, 3 8 
Other passages can be variously mterpreted Wljen Words- 
worth speaks of ‘heaven-descended Piety and Song’ {Canute, 
14), or m the dedicatory hnes, m which he addresses himself to 
the Poet, and which begm ‘If thou mdeed derive thy hght from 
Heaven’, this word ‘Heaven’ may be interpreted simply as the 
fittest, sometimes the only adequate word, to depict the deep 
intrinsic character of the formative pnnaple itself, and its m- 
herent, perpetually self- and form-transcending value 
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Urama, I shall need 

Thy guidance, 

For I must tread on shadowy ground, must sink 
Deep — and, aloft ascending, breathe m worlds 
To which the heaven of heavens is but a veil 

The Excursion Preface, 25, 28 

Again this may be meant to be no more — ^and no less — ^than the 
world of subjectivity 

In his poem ‘On the Power of Sound’, he asks 

Pomt not these mysteries to an Art 
Lodged above the starry pole. 

Pure modulations flowing from the heart 
Of divine Love, where Wisdom, Beauty, Truth 
With Order dwell, in endless youth? 

On the Power of Sound, 108 

A transcendent ongin of value is certainly suggested. Yet, were 
It not for the second line quoted, the passage could be understood 
as depicting or defimng the creative essence m its highest value 
and development ‘Order’ may stand, either for a relation of 
external conditionahty, or for a value of subordination and sharp 
transcendency of the actual, or, again, for that same harmony, 
that umty of mtrmsically related values, which is the very source 
and substance of ‘Wisdom’ as well, and of ‘Beauty’ The ‘endless 
youth’ espeaally imphes creativeness, and would hardly fit in, 
I t-bink, with the concept of timelessness, and of an absolutely 
transcendent Deity 

O Silence' are Man’s noisy years 
* No more than moments of thy hfe? 

Id , 217 

The ‘hfe’ of ‘silence’ could be but an aspect of value as conceived 
m Its immanent nature The image may really be born of, and 
substantiate, the very himt-concept of formlessness indetermm- 
acy felt as lying above reahzation, the potential and pnmal 
character of freedom felt as echpsmg all its form and causes Tbs 
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would not imply a transcendent view, much less an ‘absolutely* 
transcendent view But the latter is visibly reflected m another 
passage, m which the same image occurs. Wordsworth speaks of 
‘shadowy recollections’, which 

have power to make 

Our noisy years seem moments in the being 
Of the eternal Silence truths that wake, 

To perish never 


Intimations , 157 

I refer especially to the last words, in which we seem to recog- 
mze the idea of a pre-eminently abiding, static (if we can use this 
word concermng what is stated to be spiritual, non-matenal) 
and transcendentaUy existing reahty 

All explanation of value as derivative m a matenahstic sense — 
all explanation of value through mere objective existents, 1 c , 
through mattei (conceived as in itself bereft of subjectivity) — ^is, 
imphcitly, discarded But to the question Do we need to look 
for a first cause of value in a reality mtrmsically different fiom 
It? we find no answer, or beginnmg of answer, in the preceding 
passages We may only remark that what points more especially 
to an ‘absolutely’ transcendent explanation appears to be more 
constructed and belongs less to poetical-cogmtive thought On the 
other hand, it is clear that Wordsworth is not always satisfied 
with an immanental explanation 

5 From a more general point of view, however, we may say 
that Wordsworth — though he vindicates ‘the connecting force 
of beauty’ and our moral nature as reahties essentially, funda- 
mentally known m experience and sense — ^is not the^ poet of 
immanence For, in fact, he always bends (to adopt Blake’s image) 
value to something else, either to self, or to some general mterest, 
and thereby bereaves it — or tends to bereave it — of its infimty 
and power Indeed he looks for it, he chenshes it But this is just 
what value is impatient of lvalue must be self-onginatmg, self- 
imposing, It must absorb the particular self without residuum, 
otherwise it is made an object, a thmg of enjoyment, a thing of 
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utility, and tbs is incompatible witb its nature But the sel/is 
always present in Wordsworth’s poetry, however subordinated 
to unselfish mterests Most certainly I exaggerate yet this, to a 
certain extent, is true, and must be recognized, and discounted, 
if we are to hsten wholeheartedly to the call of Wordsworth’s 
poetry and to vmdicate through bs word the nches and holmess 
of the spirit 

6 Wordsworth bmself longs for a fuller presence of the 
generous impulse, for that perfect grace, m wbch love is ‘an 
unerring hght’, and he sighs for it, with regret compare the 
‘Ode to Duty’, where, addressing bmself to Duty, he says 

There are who ask not if dime eye 
Be on them, who, in love and trutb 
Where no misgivmg is, rely 
Upon the gemal sense of youth 

Ode to Duty, 9 

It IS, however, in duty’s stern value-transcending effort that 
we may sometimes see — rarely, fleetmgly — immanent value m its 
bghest and purest hght still addressing bmself to Duty, he says 

Nor know we anytbng so fair 
As IS the smile upon thy face . 

Id, 43 

With no less debate touch he depicts self-renunciation, the 
human being who is effaced (and exalted) by it 

for she lives, the meek. 

The self-restraimng, and the ever-kmd. 

Written after the Death of Charles Lamh, 80 ^ 


7 Accents of genmne poetry, again, we find in Wordsworth 
as a poet of bstory Tbs is perhaps not unrelated with the same 
twofold (sometimes conflicting) attitude for, indeed, he is the 
poet of subjectivity and yet a strong behever m the objects in and 
for themselves, his mterest in essential trutb does not seem to 
^ Italics m.^ test. 
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overshadow his interest m facts He speaks of the beginning of 
the French Revolution 


Bhss was It in that dawn to be ahve, 

The Prelude, XI, io8 

It was as if nature were 

standing on the brink 
Of some great trial, 

Id , IX, 398 

Compare Id , VI, 340, IX, 284, 383, XI, 117, XIV, 435 


8 In the Ode "Intimations of I mmortahty from Recollections 
of Early C hildhood!, we find Wordsworth’s great discovery of 
the actual cause — ^his most radical, though only imphed, assertion 
of an original and mtnnsicaUy characterized nature of subjective 
being There are men, blmded, I think, by their pnde, who prob- 
ably have never paid attention to children, and mamtam that all 
moral consciousness in them is brought about by education This 
IS not the view of the poet He addresses himself to the child and 
says 

Mighty Prophet' Seer blest' 

On whom those truths do rest. 

Which we are toihng all our hves to find, 


Thou httle Child, yet glorious m the might 
Of heaven-born freedom on thy bemg’s height, 

Full soon thy Soul shall have her earthly freight. 

And custom he upon thee with a weight. 

Heavy as frost, and deep almost as hfe ' 

Intmations , , fi4, 125, 130 

Reference to that which I call ‘original causahty’, and to its 
related values and aspects, is by no means unmixed m the poem 
Sometimes it seems that the Wisdom, which is not hidden from 
little children, is referred to, or derived from, a transcendent 
Reahty, God, and thus m some way explained Sometimes it is 
obviously referred to pre-natal experience 
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Interpreting this Ode, W R Inge discards the remcarnadon- 
ist explanation, whether in itself or as adopted by Wordsworth 
He thinks that we must interpret the poet’s words as pointing to 
a ‘racial’ explanatioh of that which Woidsworth admires in chil- 
dren He says ‘The subject is one of surpassing interest, because 
modern psychological science ascribes great importance to the 
racial consciousness as a factor in individual character, and is 
quite with Wordsworth in treating the child-nature with the 
utmost respect’ ^ Nothing, however, in Wordsworth’s poetry 
supports this interpretation Let us quote some passages which 
bear on this subject He thin ks that instinct b^tdeswalue It be- 
littles the value of the ‘matSnal sympadiy itself’, so far as this is, 
‘though strong’, 

a joyless tie 

Of naked instinct, wound about the heart 

Address to my Infant Daughter, Dora, 37 

One thing Wordsworth admires in children is pensive pity in 
face of others’ sorrows 

little children, 

Rushing along in the full tide of play. 

Stood silent as we passed them^ 

The Borderers, III, 1331. 

This does not point especially to anything definitely hereditary, 
or instinctive it is pity, untouched, uneffaced, either by habit 
(cf The Prelude, VII, 3 32), or by the practical abstractly objective 
point of view according to which anyone’s moment of sorrow, 
or of suffered wrong, is not an infinite, but an mfimtesimal thing, 
of no more weight than a drop m the sea 
Children show strong affections towards people regardless of 
social, racial or colour distinctions (unless low pride and selfish- 
ness make them soon aware of such distinctions — ^though this is, 
I suppose, comparatively rare) This must have impressed W ords- 
worth He does not say it, but he often stigmatizes the fact of 
overwhelming social ‘extrinsic differences’ (cf The Prelude, 
XIII, 216) Besides, he was 

R Inge, Studies of English Mystics, ig 2 i,ip 203 
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coiivmced at heart 

How httle those formahties, to which 
With overweening trust alone we give 
The name of Education, have to ‘do 
With real feehng and just sense, 

The Prelude, XIII, i68 

Everything is more real when we are children and, m and 
through this strong adherence to reality, days appear to be fuller 
and longer (cf To a Butterfly, i8) This stronger faith, this 
creative faith, seems to belong to hfe and intelligence in its m- 
tenser growth and vivacity The ‘creative sensibihty’, hkewise, 
to which Wordsworth emphatically calls our attention, with 
reference to youth and childhood, does not point to a pecuharly 
hereditary and instinctive element Cf the passage 

that I still retained 
My fiist creative sensibility. 

That by the regular action of the woild 
My soul was unsubdued 

Id, 11, 3S9 

He admires in children joy, an original joy, actual, neither 
especially hereditary, nor pre-natal, nor transcendentally ex- 
plained or mterpreted 


Even so this happy Creature of herself 
Is all-sufficient, solitude to her 
Is bhthc soaety, who fills the air 
' With gladness and involuntary songs 

Characteristics of a Child three Years old, ii 

But, among many passages, the following is the most signifi- 
cant, and It exphcitly pomts to that active prinaple, the concept 
of which we find often expressed in Wordsworth’s poetry, as we 
have seen, through many examples, in the preceding pages 

Wisdom and Spirit of the umverse’ 

Thou Soul that art the etermty of thought, 
from my first dawn 
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Of childhood didst thou intertwine for me 
The passions that build up our human soul. 

The Prelude, I, 401, 405 

Cf also, in this connection, Rob Roy's Grave, 29, The Prelude, 1 
555, XIII, 309, XIV, 215 

Even if there were one and the same perpetuated and unseg- 
mented seed in all the seeds of men and ammals and plants, this 
would give us neither umversahty nor infimty Conditions, as 
such, also orgamzed conditions, point to the particular the in- 
finite and the umversal, in so far as we may know, or conceive, 
belong only to the hving present 
The simple fact that deep feelings, and mental attitudes, and 
notions, with which we are generally acquainted in adult life, 
appear in children unapprehended, may indeed, without need of 
anything else, be a cause of admiration Yet it seems to me that by 
referring them to instincts or to the hereditary element, rather than 
to something more intelhgible and nearer, and actual, and deeper, 
the feehng awakened in us would be that of surprise and curiosity, 
rather than the impassioned admiration often expressed by poets 
Memories from past existences, on the other hand, or from the 
obscure intervals between them — supposing these were experi- 
ences of a higher kind than ours — could afford a less umntelhgible 
explanation Let us say, however, by way of parenthesis, that the 
great mass of documents collected to support the reincarnationist 
theory presents us only with lecogmtions of places and persons 
and with ordmary and dreary things, and, though it discloses 
once more a world of will and purpose, there is nothing in it, 
to the best of my knowledge, which directly speaks in favour of 
the moral meamng of the doctrine itself Wordsworth might 
have been impressed by the fact that sometimes children ask 
strangely deep questions, for instance, about good and evil, about 
hfe and death, about God, and show an interest m philosophical 
matters, which afterwards they lose The words, in the Ode, 

those obstinate questiomngs 
Of sense and outward things 

Intimations , 145 


may be referred to this 
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Still commenting the Ode, W R Inge writes ‘There seems to 
be no reason why, as we get older, we should recede further 
from the knowledge of Divme truth If this is meant to refer 
to a knowledge of transcendent ongin, I have nothmg to say 
But in so far as an actual, mtnnsically charactenzed cause is con- 
cerned, this would not be true Where hfe is in the growing and 
presumably most alive, aU that immediately belongs to its spiritual 
essence and cause — to the creative umty and its deep actual in- 
fimty — ^is hkely to be, qmte intelhgibly, and is, in fact, outstand- 
ingly apparent Thus we find m youth, in a higher degree, or 
more generally, courage and readiness to die And this does not 
reqmre either a divine, or a ‘racial’ explanation Nor does it 
depend on a ‘superabundance’ of strength, or life, or spirit — a 
materiahstic interpretation, which has been adopted by high 
theologians, rather it occurs, I hold, because hfe is the less fos- 
sihzed and adheres less to the particularity of its formed forms and 
sets of conditions, and the subtle power of thought and life, 
which ever transcends any £tven form and self, is, in a higher 
degree, present — as it may be present also m people old and weak 
I could hardly refrain from quoting these extracts from Inge 
(I beg the reader to consult the full text) because the things I am 
saying about thought’s original character may seem obvious, and 
It must be pointed out to what an extent they are overlooked by 
cultured people and by tramed philosophers And it is the more 
strange that they are overlooked m this case, inasmuch as the 
philosopher-theologian could have learned from Christ himself 
a far more adequate mterpretation of Wordsworth’s Ode, for the 
words which refer to children in the Gospels bear perfectly upon 
the subject — and, moreover, they are so much the more impres- 
sive and precious (m my opimon) as they are among those which 
most unmistakably point to the distinct personahty, individually 
and historically real, of Jesus — as a thinker and as a poet Cer- 
tainly Inge is not ignorant of the concept of an actual cause But 
he IS hable to forget it, and this, mdeed, is not entirely his fault 
For this very concept (that also must be pointed out) as it is 
generally represented, and constructed, falls short of experience, 
and needs some retouching 

^ Op ci< , p 203 
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9 Wordswoith discovers everywhere, m animate and in in- 
animate things, radical aspects of one creative reality — either as 
belonging to our own mind, and to the quahties of things as 
perceived or imaged by us, or, in living orgamsms, as belonging 
partially or entirely to them Let us first collect some examples 
as regards mammate things 

Why stand we gazing on the sparkhng Brine, 

With wonder smit by its transparency, 

And all-enraptured with its purity^ — 

Because the unstained, the clear, the crystalhne, 

Have ever in them something of bemgn. 

By the Seashore, Isle of Man, i 

The words ‘purity’ and ‘transparency’, for instance, have their 
perpetual origin a parte subjecti inasmuch as they get their quahty 
from the non-composite character of the synthesis, its inviolable, 
undefiled and, in a sense, unreachable novelty, its potential and 
undivided intensity, its mtrinsic and primal character in so far as 
It echpses forms, and self, and from other kindred values It is 
here noticeable, among other things, how the spiritual quahties 
of which we become aware at the sight of sea and springs and 
waters, and which we see in their aspect — and hardly can refrain 
from supposing to exist in their physical nature — are daringly 
expressed in and for themselves and without support of objective 
existents (cf ‘the unstained’, ‘the clear’, ‘the crystalhne’) Each 
of them IS here a poetical, not an abstract reahty It is made a 
‘concrete umversal’, widely comprehensive Obviously, while 
reading these hnes, we may conceive ‘the crystalhne’ as materially 
concrete, finite, exclusive of other aspects of existence, as a 
general noun standing for many or numberless materially con- 
crete and fit\ite objects This would be really z general and abstract 
concept, as opposed to concrete universals or real concepts 

Calm IS the fragrant air, and loth to lose 
Day’s grateful warmth. 

Evening Vohmtanes, I, i 

The day is placid in its going. 

To a hngering motion bound, 

The White Doe of Rylstone, 148 
1 17 
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Form as intrinsically purposive, self-sufficient, self-dependent, 
superseding extrinsic action, and other aspects — essential motive- 
values — of contemplative thought are here expressed 

Soft clouds, the whitest of the year. 

Sailed through the sky 

Beggars, Sequel, 23 

The words ‘saihng’ and ‘ghdmg’ are,' so to say, a favourite pig- 
ment m Wordsworth’s palette They are raised to a high poetical 
"value — ^which, however, m embryo, they contam also m every- 
day language The self-sustaimng cause and its ever-untamted 
novelty, and a feehng of the perpetuity of the sources, share m 
this image — are expressed, revealed through it 

Old Time upon these wounds hath laid 
His lement touches, soft as hght that falls. 

From the wan Moon, upon the towers and walls. 

Light deepening the profoundest sleep of shade 

Composed among the Ruins of 
a Castle in North Wales, 4, 5 

‘shade’, in the last hne quoted, marks a certain degree of mde- 
terminacy and infinitude ‘Sleep’ contributes a wider and at the 
same time more real, positive character (the ‘shade’ lives, how- 
ever silently and secretly, if it ‘sleeps’) The ‘hght’, if it were that 
of the sun, would be a disturbmg, destructive element But the 
hght ‘that falls’ ‘from the wan Moon’ represents a most delicate 
principle of presentness and form Through this, and m that 
potency — ^which is already conceived as hvmg and actual — a new 
and deeper infimty, to a higher degree creative and primal, is 
disclosed Moreover, that which is felt as indeterminate and m- 
fimtely formative is also — and mteUigibly — ^felt as mtimate 
Hence these shades of mfimty also express a value t)f intimacy 
All these aspects of thmgs are at one and the same time aspects 
of creative mdeterminacy, and they possess, I maintam, at once 
an aesthetic and an ontological value ^ 

It IS noteworthy that, preasely m this fervid, highly original moment of 
thought, we find probably the best example of alhteration m Wordsworth’s 
poetry The sound of the word ‘sleep’ shares m the sounds of all the other 
words of the verse (except the word ‘hght’) See m this connection Chapter 
I, § 26 
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But there are ghmpses of landscape in which (if we may leave 
aside the beauties of the chosen subject, everything that may 
be referred to mere contemplation of the landscape itself) the 
very power of short verbal images seem to be the only essential 
truth revealed 

The hghtsome Ohve’s twinkhng canopy 

The Cuckoo at Laverna, 21 

When all at once I saw a crowd, 

A host, of golden daffodils. 

The waves beside them danced, but they 
Out-did the sparkhng waves in glee 

'I IV under ed lonely as a cloud\ 3, 13 

10 It IS especially while hearing the song of birds that Words- 
worth is brought, let us say, face to face with the ubiquity of the 
creative principle — which craves for shape and location and yet 
constantly and essentially transcends them Both this form- 
transcendency, this (in a sense) invisible nature of the creative 
principle and its omni-original, universal character, felt as such, 
are expressed in the following extiact 

O Cuckoo ^ shall I call thee Bird, 

Or but a wandering Voiced 

Even yet thou art to me 
No bird, but an invisible thing, 

A voice, a mystery, 

To the Cuckoo, 3, 14 

All the landscape is transfigured by, and partakes m, this mystery, 
and presentness, and spiritual hghtness 

O blessed Bird^ the earth we pace 
Again appears to be 
An unsubstantial, faery place, 

That IS fit home for Thee^ 

Compare The Green Linnet, 15, 21 
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Of a bird unnamed, Wordsworth observes, admiringly 

how he sings 

As if he wished the firmament of heaven 
Should listen, and give back to him the voice 
Of his triumphant constancy and love, 

The Excursion, VI, 882 

The deep intrinsic and self-transcendent value of joy and love, 
their claim for universahty, are here expressed For creative joy, 
the poet says on another occasion, is ‘imperfect while unshared’ 
{Id, IX, 587) 

A character of spontaneity is eagerly sought in the fhght of the 
waterfowl Wordsworth is wondering at something in it intri- 
cate and rich, ‘unperplexed’, yet certainly not automatic or 
mechamcal 

• # • • • • 

Hundreds of curves and circlets, to and fro. 

Upward and downward, progress intricate 
Yet unperplexed, as if one spirit swayed 
Their indefatigable flight 

Water Fowl, ii 

Here is the image of a swan (Wordsworth often dehghts in 
describing this bird) 

# • • • » 

As the mute swan that floats adown the stream. 

Or, on the waters of the unruffled lake. 

Anchors her plaad beauty 

The Excursion, VT, 293 

(Cf An Evening Walk, 220 ) The self-sustaining, the self-purposive, 
the perpetual, the untainted are quahties or aspects*, of onginal 
causahty embodied and revealed in the image, and are essentially 
constitutmg its reahty and beauty The image of the swan is 
made almost, a parte subject, of the same stuff as the image of the 
clouds (see above, § 9) 

Many a passage from ‘The White Doe of Rylstone’ should be 
remembered in the present connection, and it is difficult to make 
a choice I will quote the following 
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And through yon gateway, where is found, 

Beneath the arch with ivy bound. 

Free entrance to the churchyard ground — 

Comes ghdmg in with lovely gleam, 

Comes ghdmg in seiene and slow. 

Soft and silent as a dream 
A sohtary Doe' 

The White Doe of Rylstone, 52 

In the Swan, in the unnamed Bird, m the Cuckoo, in the 
Green Linnet and in the Skylark (in a poem here not quoted), 
and m the Doe, Wordsworth detects and depicts agam and again 
the same creative novelty — the same spiritual essence — without 
defimng to what extent he sees it in the mere aspect of the hving 
being, as it appears to us, or also and chiefly and absolutely m the 
hvmg being itself, m its inward hfe and soul But we find also, 
uneqmvocaUy, the latter and, m some respects, more penetrative 
view And, at one and the same time, we find expressed and 
asserted that charity towards ammals, which, I think, is insepar- 
able from a deep sense of the actual cause of hfe Let me quote, 
for instance, the following hnes, where words are addressed to 
the memory of a dead dog 

For love, that comes wherever hfe and sense 
Are given by God, m thee was most intense. 

Yea, for thy fellow-brutes in thee we saw 
A soul of love, love’s intellectual law 

Tribute to the Memory of a Favourite Dog, 27, ^2 
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SAMUEL TAYLOR COLERIDGE 

1772-1834 


THE POETICAL WORKS OF SAMUEL TAYLOR COLERIDGE M<3C- 

mtllan, 1924 (First Edition 1893) 


I It would be worth while to compare in the works of a writer 
his direct, 1 e , poetical insight into self-activity, with, even on the 
same page and in the same context, his, in a sense, more sys- 
tematic philosophical thought, in a higher degree intentional and 
inferential, to consider (adopting Coleridge’s words) ‘truth 
operative’,^ truth ‘original — more accurately ever-originat- 
ing’,® as compared with a process of thought in which the author 
is sharply distinct from his subject-matter, and deals with it in 
a more abstract and more dehberate way, and often apparently 
— and many times only apparently — more cautious, to throw 
mto relief how this externally constructive thought proceeds 
with great assurance, and yet with slow progress, how its efforts 
are for the most part concerned with overthrowing previous more 
one-sided and shallow and vicious views, and eventually how 
the non-ephemeral value of each philosophical system is trusted 
to, and depends on, the first lather than the second element — 
however precious, and in some measure necessary, that element 
may be I must renounce this research, which, in order to attain 

^ ‘ truth operative, and by efFects continually ahve, is the mistress of poets, 
who hath not her existence m matter, but m reason* Biographta Literana, Dent, 
reprinted 1934, p 238 Colendge opposes ‘truth operative’ to truth ‘narrative 
and past* 

® Not exactly referred to truth Quoted by John H Muirhead, Colendge as 
philosopher, 1930, p 184, cf p 168 
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a certain satisfactory degree, would involve a new history of 
philosophy — and literature — envisaged from this point of view 
Even were I to confine myself to Coleridge’s works, this would 
require an entire volume and a lifelong study 

It is especially in Coleridge’s hteiary criticism that his language 
IS pregnant with concepts which radically belong to the creative 
elements in psychic reahty I do not doubt that his prose works 
and conversations contributed, indirectly, to the poetry of his 
age, and of the generations followmg, especially through their 
influence, however shght or subtle, on language itself For, gen- 
erally speakmg, it is in this way— that is to say, by enriching 
language and usmg words in their deeper meaning— that philo- 
sophy most contributes to poetry It is indeed also true that every 
great poet, in order to be able to say his own word, a new word, 
strives to absorb, in the measure of his capacity, the philosophy 
and culture of his age and of all the past But philosophical sys- 
tems are often inassimilable or only partially assimilable by him, 
and generally the fault, I think, does not he with him It is 
through the use of words, by elicitmg from them, or recaUing 
them to, a deeper spiritual meaning, that systematic philosophy 
has been a most vital factor in poetry Thus the Itahan poets of 
the fourteenth century — ^when philosophy, we may add, had 
comparatively a greatei part in general culture than it has to-day 
— ^found at their disposal a glowing medium of words, inherited 
from ancient philosophy and interpreted, enriched, and m many 
respects deepened by medieval philosophers, theologians and 
mystics 

But as regards Coleridge’s own poetry, we may sometimes 
doubt, while perusing it, whether it found a help and not a 
drawback m the fact that perhaps the main centre of his philo- 
sophical interest and developments was outside his poems 

2 It might even be jocosely said of Coleridge, that his poetry, 
aware of the dangers of a divided mterest, tried to find an escape 
from philosophy — ^in magic When the Word is no longer the 
Logos, the source of aU intelligibihty, but is instead the magical 
word. It becomes something philosophically obscure It acquires 
a character of compulsion — of external compulsion — ^foreign to 
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truth Indeed it is still a principle of wide cosmic sigmficance 
We must, I hold, advance the hypothesis that in the constitution 
of our physical and psychical frame, in the reproduction of in- 
dividual organisms, similar as they are (in a given species or 
variety) according to a typical process of development in spite of 
disturbing conditions, a very important role is played, not pre- 
cisely by ‘words’ or verbal images, but certainly by presentments 
or images of some kind, obstinately persistent, self-centred, self- 
closed It is espeaally in the phenomena of post-hypnotic sug- 
gestion, and of hypnotic suggestion in general — once they are not 
explained away with quite inadequate theories — ^that we may 
find an analogy and clue to what may be the meamng and func- 
tion of images in orgamc nature ^ 

Yet the obscurely compulsory power of form, which has made 
Its appearance more than once in literary fashions, is certainly not 
the highest factor in poetry * And it seems to me that ‘Kubla 
KJian’, and even ‘The Rime of the Ancient Manner’, and other 
poems of Coleridge, in which the uncanny element is paramount, 
may constitute a brilliant picture-gallery, full of glamour and 
impressive, but not rising above that strongly marked charac- 
terization which high art, in its feeling for univeisahty, always 
rejects or overcomes With this I do not say that there are not, 
in these poems, passages in which the verse shines with the highest 
spiritual light, as when the Ancient Mariner, who has blasphemed 
agamst hfe and murdered it, sees hfe in its purity and blessedness 
reappear (cf The Rime of the Ancient Mariner, 282 ff ) 

3 However, the greater number of Coleridge’s poems are not 
characterized by the bhnding fascination of a somehow external- 
ized and fixed form, and we may find in some passages the very 
first nucleus of his philosophy — ^not an abstract of iC not merely 
referred to, but native there, and outrunmng aU preconceived 
conceptions 

Creative indeterminacy, the reahty of infimty with which we 
are concerned, seems to be interpreted by Coleridge as a pervad'- 

^ Cf my work Studt sulk pi ecogntztont, 1937, Part H, §§ 5 and 6 

2 Cf Chapter V, § i 
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tng identity , which is neither a sheer negative nor a sheer positive 
thing (as objects are bound to be according to the logic of mere 
existents, or formal logic, which he, as a foiciunner, rejected) 
Many a vital quality intrinsically pertains to this primuni datum 
in Coleridge’s thought, and especially umty, individuality, and a 
primordial value of self-transcendency or universality, and joy, 
and hope Hope is borne on the very wings of song, has in song 
a perpetual birth (cf Sonnet to Robert Southey, 6 , To the Rev 
W J Hort, 7) 

Hope IS intelhgible, up to a certain point, in the natuie of the 
mental synthesis, for which past and future are intimately and 
primarily (and not first pragmatically) entirely different values 
Yet, by starting from the conception of the creative essence as 
we might imagine it while leaving aside as far as possible hope 
Itself and its kindred concepts, we should never guess the tre- 
mendous interest for and urge towards the future, which charac- 
terizes hfe And while conceiving hope as an ultimate reahty and 
representing it in its distinct and genmne value — as especially 
Milton and Coleridge seem mchned to do — ^poetry, as it is its 
vital impulse, strives after the fountain-head of inner being and 
points out a wide and fecund and yet, in many a quarter, often 
forgotten problem 

In the following lines the luminous, simple and rich principle 
which, without much fear of xmstake, we may say constitutes the 
nucleus of Coleridge’s philosophy and poetry, is depicted, or 
rather embodied, in its full value 


0 pure of heart ^ thou need’st not ask of me 
What this strong music in the soul may be’ 

What, and wherein it doth exist. 

This hght, this glory, this fair luminous mist, 

This beautiful and beauty-making power 

Dejection* an Ode, 59 

Compare also the passage 

Onward still I toil, 

1 know not, ask not whither’ A new joy, 

j*- Cf J H Muirhead, op , p 98 
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Lovely as light, sudden as summer gust, 

And gladsome as the first-born of the sprmg. 

Beckons me on. 

The Future, 6 

Coleridge depicts in forcible words the original element he 
sees in self-activity He asks, ‘What is hfe^’, and conasely ex- 
presses his thought by saying that it is 

An absolute self— an element ungrounded — 

What w Ltfe'^, 3 

He more than once calls life — or that essence of essence of life — 
‘invulnerable’ (‘Life invulnerable’. On a Cataract, 24, cf Hymn 
before Sun-rise, 44) It is above all in contemplation that he recog- 
mzes freedom’s inmost reahty, and, at one and the same time, 
hfe’s original and umversal prmciple (cf France, an Ode, 89 ff , 
cf also The Garden of Boccaccio, 49 If ) 

The following hnes contain an old and simple truth 

There are two births, the one when Light 
First strikes the new-awaken’d sense — 

The other when two souls unite. 

And we must count our life from then 

Fragment, ‘ There are two births ’ 

It IS indeed a simple and old truth, but an essential one, and ahve, 

1 e , expressed, not described, therefore never superseded and un- 
revealing In fact, unlike the numberless fictitious new ‘starts’ 
hypostatized by philosophers, at once dogmatically and mys- 
teriously, m the hfe of the spint, this is not fictitious and is 
mtimately intelhgible The value of umversahty, which is inherent 
in subjeaive ‘hght’ experienced and felt as a principle, possesses a 
radically different and, let us say, more massive power and sig- 
nificance when the distance, and the opposition, between two 
hving beings is overcome This is true, however, only in so far 
as their umon does not lose the freshness, purity and innocence 
of Its ongmal impulse and does not become in its turn a reason 
of exclusion, of hard, bhnd obhvion, and pnde, and cruelty, in 
respect of everythmg outside them 
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PERCY BYSSHE SHELLEY 

1792-1822 


THE COMPLETE POETICAL WORKS OF PERCY BYSSHE SHELLEY 
Oxford University Press, 1935 (First Edition, 1905) 


I I must apologize for breaking, as it were, poems into frag- 
ments of poems, and almost lacerating them, in order to distil 
their honey for my own purposes But these purposes are worth 
pursuing, for they consist, firstly, in bringing mto rehef the poets’ 
contribution to philosophy, secondly, in the endeavour to get a 
more exphcit and clearer consciousness of the reahty of thought 
— which constitutes the specific aim, and the very defimtion, of 
philosophy, thirdly, m throwing new hght on the essential role 
of philosophy itself in literary and art criticism 
If we say that we are one with a person, whom we love, we 
hardly say anything philosophically sigmficant or unequivocal, 
unless or until the characteristic and surpassing value of this one- 
ness IS ehcited It is by the term ‘annihilation , as he most forcibly 
employs it, that Shelley expresses and reveals the real content 
and the very principle of this oneness, especially in its form- 
transcending^character, while the full weight of his personahty, 
and his philosophical insight, are contained in the expression 
itself 


We shall become the same, we shall be one 
Spirit within two frames, oh^ wherefore two^ 
One passion in twin-hearts, 

One hope withm two wills, one will beneath 
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Two overshadowing nunds, one hfe, one death, 

One Heaven, one Hell, one immortahty. 

And one annihilation 

Epipsychtdwn, 573, 584. 

In one of Shelley’s earher poems, ‘The Revolt of Islam’, writ- 
ten in 1817, we find the same concept expressed, the same reahty 
questioned 

Was It one moment that confounded thus 
All thought, all sense, all feehng, into one 
Unutterable power, which shielded us 
Even from our own cold looks, when we had gone 
Into a wide and wild obhvion 
Of tumult and of tenderness? 

I know not 

What IS the strong control 
Which leads the heart that dizzy steep to chmb. 
Where far over the world those vapours roU, 

Which blend two restless frames in one reposing soul? 

The Revolt of Islam, 2641, 2650, 2655 

With reference to our mam contention and to a point upon 
which I have laid special stress, we are here confronted with the 
question If ‘annihilation’ is — as mdeed it is — ^but another name 
for (psychic) indeterminacy, how can it be maintamed that this 
principle of umty and creativity is really, fully inteUigible? If it 
IS a fundamental moment of original causahty, how can it he 
maintained that hfe — ^which is supposed to have in it its perenmal 
subjective source — ^is intelhgible, and not ‘irrational’? How can 
It be maintained, as I maintam, that art, which is one of its 
chiefest expressions, bears witness to the intelhgibihty of reahty, 
and that it forms the very centre of our intelligible, world? 

‘ Annihil ation’ (that IS to say, form- and self-amuhilation) is a 
new and wider birth — ^psychic activity revealed in its intrmsic or 
eternal character and m its vital, endless overconung of multi- 
phaty and form Undoubtedly it is not easy to accept it as a 
prmum datum It lays bare the reahty, and the problem, of the 
spirit It calls up new problems But, on the other hand, this 
supreme moment of self- and form-obhteration is not umntel- 
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ligible in the sense m which the processes, or the representations 
of them, which physicists encounter in subatomic physics, are or 
seem to be radically unintelligible, because self-contradictory 
And It IS not umntelhgible in the sense m which the Unknowable 
IS such — ^the apparently self-contradictory character of the trans- 
cendent divine reahty, conceived as immobile (or neither im- 
mobile nor mobile), both creative and timeless It is a concept 
which blends with all concepts through which we interpret and 
represent hfe It is a concept which does not admit of analysis, 
accordmg to the more generally accepted meamng of the word 
‘analysis’, but this is due essentially to its nature, not to any in- 
capabihty of ours It does not necessarily ‘tease us out of thought’, 
but simply and plainly calls to be further investigated in its 
imphcations and difficulties 

2 Imphcitly, any interpretation whatever is rejected which 
claims to explain the deadly and sweet rapture, to which refer- 
ence IS made, on the ground of second causes — as if it were, for 
instance, but a trick of nature {plus a process of ‘sublimation’, 
owing to our own fervid imagination) with the function of 
keeping up the reproduction of the species But what matters, 
and must be emphasized, is that we are met, in the above-quoted 
passages, with an especially strong argument against such kmd 
of explanations For this principle of deathlike extinction can be 
traced most abundantly and distinctly in Shelley’s poems as one 
which can be better known in its highest and most exphcit forms, 
in thought’s clearest, most essential and penetrating expressions, 
and which belongs to the substantial logic of thought and not, m 
the first place, to a quite particular set of conditions 

This essentially logical principle — most evident in the most 
hvely moinpnts of thought’s very onginahty — ^informs all Shel- 
ley’s poetry and hfe Very few, probably, have lived it out so 
entirely and deeply as Shelley Even the manner of his death, his 
factual death, seems to be its crude but coherent expression This 
may also have been a casual coincidence, yet it is significant, in 
this connection, that in his early poem ‘Alastor, or The Spirit of 
Sohtude’ (written in 1815) he seemed to foresee just the way of 
his death 
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A restless impulse urged him to embark 
And meet lone Death on the drear ocean’s waste, 

Alastor, 304 

The concept of the umty between two human bemgs — as an 
abysmal prmciple, implying self-surrender, but not pnmarily 
constituted by it — ^is again brought mto full expression m the 
‘Epipsychidion’, m the following passage 

To whatsoe’er of dull mortahty 
Is mme, remain a vestal sister stdl. 

To the mtense, the deep, the imperishable. 

Not mine but me, henceforth be thou united 
Even as a biide, dehghting and dehghted 

Eptpsychidton, 389 

We are confronted here with a moral problem, which, though 
only by way of parenthesis, we have to consider For httle seems 
to be left to Shelley’s dear wife, seeing that his soul, if not his 
body, abandons her His love is here at strife (as we may assume) 
with his pity — and loyalty — ^towards his hfe’s companion Con- 
ventional values would be easily disregarded by Shelley but 
these are original values, sharing in the nature of love itself Cf 
also, m this connection, Shelley’s words in the same poem 


How beyond refuge I am thine 

Id, 51 

But we cannot judge by abstract rules We ought to identify 
ourselves with the full inward reahty of his thought at that 
moment and to know if it meant more responsibility, and suffer- 
ing, and love, and spirit, or rather mdifference andjightness of 
heart That which is practically the same act may be, obviously, 
qmte a different thmg in two persons, or even in two different 
moments of one’s hfe 

In the following hnes we find the kmship pomted out between 
thought m Its inmost urge for all-comprehensiveness, m its m- 
fim ty — q^uestionmg, as it were, its own boundaries, doubting 
about Its own truth — ^and art, and love’s passion It is grounded, 
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this kinship, in one common principle, the dominant aspect of 
which IS self- and form-transcendency (cf 'death’), as a highly 
positive reality 

Heardst thou not, that 

thought, to the world’s dim boundaries clmging, 

And music, when one beloved is singing, 

Is deaths 

Rosalind and Helen, 1123, 1127 

The inward process of a thought which lingers in its forms, 
eventually to dissolve, both because these forms become insig- 
mficant, and because of a longing for infinity which is inherent 
in this thought and indeed in these very forms and in each item 
of them,^ tins process of thought’s inward logic is a constant 
motive-value in Shelley’s poetry The following fragment may 
provide an illustration 

hke some harmomous thought. 

Wasting Itself on that which it had wrought, 

Till It dies 

Julian and Maddalo, Cancelled Fragments, 624 

'To waste’, 'to dissolve’, 'to die’, 'to faint’, 'to fail’, and 'self- 
consuming’, these verbs, often recurring in Shelley’s poems, ob- 
viously are not used in their negative meamng, but, in different 
measure, they express a wnld embracing of infinitude * Let us 
also quote, as particularly significant in this respect, the foUowmg 
extracts 

in that best philosophy, whose taste 
Makes this cold common hell, our hfe, a doom 
As glorious as a fiery martyrdom, 

Epipsychdion, 213 

A radiant death, a fiery sepulchre, 

Id , 223 

1 Cf Chapter I, §§ 3-5 and Chapter XVIII, § 4 

® Cf The Daemon of the World, 331, The Revolt of Islam, 501, 664, Rosalind 
and Helen, 779, Pwmetheus Unbound, IV, 28, Eptpsychidton, 5, 450, To Comtantia, 
30, Another Fragment to Music (1817), i. Ode to the West Wind, 53, The Indian 
Serenade, 17, To Sophia, 15, With a Guitar, To Jane, 6 , Loves Rose, 7 
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Form in its inmost and. highly indeterminate principle — ^that is 
to say, the infinite want of form — ^is in the following image 
embodied as the Lover, whom the actual/orm (‘the tender light’) 
excites, provokes 

an endless spring of gloom. 

Upon whose edge hovers the tender light, 

Trembling to mingle with its paramour, 

Orpheus, 12 

No external mingling is described, of things taken in their ob- 
jective identity, which would be ontologicaUy and poetically 
insigmficant, and with hardly any but fictitious relation with the 
image itself This mingling reflects and actuates, unintentionally, 
perhaps, and so much the more significantly, the intimate logic 
of love and of thought — expression umting with the concept it is 
called to express, causmg it in part, summoning it, yet made into 
Its transparent medium, disappearing, being lost into it 

3 There is in seeing an inevitable drawback, a tendency to per- 
ceive things in their objective multiphcity and to overlook the 
potential and infimte element which hes in the very nature of 
freedom — of creativity, of spirit Therefore Shelley often directs 
our attention to that which can be ‘felt’, not ‘seen’ ^ 

The happiest example I find, in which the (in a sense) invisible 
character of the active principle is expressed, is the following 
Shelley speaks about his beloved and the ‘glory of her being’, 
which he describes as ‘one intense Diffusion’, ‘one serene Omni- 
presence’, whose outhnes are eventually lost, 

and in that Beauty furled 
Which penetrates and clasps and fills the world, 

Scarce visible from extreme loveliness ^ 

Epipsychidion, 102 

Every quality of things qua sensed is something more than a par- 
ticular quality, belongmg to a given object And the principle 

^ Cf The Revolt of Islam, 2659, Prometheus Unbound, II, v, 17, 64, Eptpsychi- 
dton, 479, Id , Fragments connected with, 148 (‘felt’, not ‘touched’), To a Skylark, 
20 (‘heard’, not ‘seen’), The Zucca, 22 Cf ^so Lines written in the Bay of Lena, 
II (‘silent to the ear ’) 
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which overcomes the object’s particulanty, and fimteness, lies m 
the quahty itself^ This makes itself ‘scarce visible’ through its 
ever-ongmal mdetermmacy or potency Also visible hght {nua 
sensed) contains the seed of an inexhaustible self-transcendency 
and of an ever greater transparency And certainly there is a 
common nature in visible hght and in the hght that shines 
through the poem (A bhnd man could have the ‘Epipsychidion’ 
read to him in order fo see hght, for, mdeed, hght is enshrmed m 
the poem') 

See Id , 546 Compare also the passage 


Till the isle’s beauty, like a naked bnde 
Glowmg at once with love and lovehness, 

Blushes and trembles at its own excess 

Id , 474 

Form — ^that is to say, consaousness, value, m their immediate 
presentness — ^when most intense, is self-dissolving not because, 
or not only because, it exceeds and, in some way, breaks its 
ordmary set of conditions, but intimately, essentially, because it 
merges in the potential and in the intrinsic or eternal character of 
its principle » 

4 Many a word and image depicts in Shelley’s poetry, directly 
and freshly, in unconventional ways, the actual cause — ^that crea- 
tive element which is most distinctly called ‘spirit’ whenever it 
reahzes itself in its deepest freedom and in the fullness and umty 
of Its mam f old aspects It IS represented as the ‘maddenmg wme 
ofhfe’ 

Hit&er the sound has borne us — ^to the realm 
Of Demogorgon, and the mighty portal. 

Whence the oracular vapour is hurled up 
Which lonely men drink wandering m their youth, 

1 Cf Chapter XVin, §§ 3-5 

® Cf Chapters I, §§ 3, 4. 3°. HI, § i, IV, VI, § 2 However, concerning 
value and consaousness, as contrasted, cf Chapter XVII, § i 
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And call truth, virtue, love, genius, or joy, 

That maddening wme of life, whose dregs they drain 
To deep intoxication, 

Prometheus Unbound, II, ni, i, 4 

It is ‘like a want’ 

And umversal Pan, ’tis said, was there. 

And though none saw him, — ^through the adamant 
Of the deep mountains, through the trackless air. 

And through those hving spirits, hke a want. 

He passed 

The Witch of Atlas, 113 

It IS, at one and the same time, ‘a power’, ‘a thirst’, and ‘a know- 
ledge’ 

for now 

A power, a thirst, a knowledge, which below 
All thoughts doth ever flow. 

Came on us, as we sate in silence there. 

The Revolt of Islam, 2599, 2602 

It IS ‘the soul’s giant harp’ (Fragments Connected with 
Epipsychtdwn, 138, see also. Id 134-40, To the Lord Chancellor, 
28 ‘the lyre of mind’) 

It IS ‘a master-key’ (Fragment, Wedded Souls, 9), ‘the key of 
truths’ (The Revolt of Islam, 3113) It is ‘the harmony of truth’ 
Eptpsychidion, 216) It is ‘Truth, hberty, and love’ (Prometheus 
Unbound, I, 651) 

It IS, above all, an ‘awful Lovehness’ — ^the faith of his hfe 


They know that never joy lUumed my bro,w 
Unlinked with hope that thou wouldst free 
This world from its dark slavery. 

That thou— O awfiil Loveliness, 

Wouldst give whate’er these words cannot express 
Hymn to Intellectual Beauty, 68 

5 Let us now consider some less general, yet not less radical 

134 



PERCY BYSSHE SHELLEY 


aspects of the ever-ongmatmg power of thought, as expressed 
and revealed by Shelley 

Height It is above all in his poem ‘To a Skylark' that Shelley 
wonders at a value of height — which may be envisaged as con- 
stituting a distinct and fundamental problem in mental hfe, see 
further on, § 27 I quote here a fragment from the ‘Ode to 
Liberty', which points to a value both of novelty and height, and 
distinctly expresses it in that umty of values which is spirit The 
voices of ancient baids and sages resound through Greece, and 
we hear 


A winged sound of joy, and love, and wonder, 

Which soars where Expectation never flew 

Ode to Liberty, 84 

This value of height, as original and ultimate, is most impres- 
sively represented while being identified with poetical mspira- 
tion 

Woe IS me^ 

The winged words on which my soul would pierce 
Into the height of Love's rare Umverse, 

Are chains of lead around its flight of fire . 

Epipsychidion, 587 

Cf Id , 123 Poets, generally, ask the Muses for help in order to 
rise to the height of their subject, but SheUcy — as Adolfo de 
Bosis, who translated mto Italian many of his poems, used to say 
— only asks for their help (m his own way, for he does not men- 
tion them) while downhill descending, while losing that power, 
and coming back to his minor self This is more natural, for we 
cannot seekfoeticdl power or mspiration, and indeed, invocations 
are in the main, when they are poetically justified, but a way of 
expressmg that such a power is present On the other hand, that 
feehng of fai ling is obvious, and reveahng Value, by its own 
nature, depends on its creative novelty, and is transient The 
same moment, however, is envisaged by Shelley also from a 
non-retrospective point of view We may compare the folio wmg 
passages 
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I measure 

The world of fancies, seeking one hke thee, 

And find — alas ' mine own i nfir mity 

Id , 69 

The breath whose might I have invoked in song 
Descends on me, my spirit’s bark is driven. 

Far firom the shore, 

Adonats, 487 

Cf also Eptpsychidton, 33, Alastor, 1-49, The Revolt of Islam, 

3765 

6 Novelty and universality Words expressmg an intimate value 
of novelty play m Shelley’s poetry a dominant r6le They are 
possessed with the highest power, compare, for instance, the use 
of the words m the following passages To a Skylark, 5, 38 (‘un- 
premeditated’, ‘unbidden’). Id, 60 (‘joyous, and clear, and 
fresh’), Prometheus Unbound, IV, 49 (‘ -with new gladness’), 
Epipsychidion, 120 (‘A Metaphor of Sprmg and Youth and Morn- 
ing’ — ^that IS to say, that through which they are comparable) 

Novelty (creative, essential novelty) is substantial, constitu- 
tive, not only m the nature of individuahty, but also and es- 
pecially, m all value of imiversahty ^ ‘He does not love at aU, 
who loves enough,’ says the mystic The very ‘Golden Rule’, 
chanty, does not exist, except in so far as it is found agam m 
the essentially boundless moment of form-m-the-makmg, inten- 
sive and potential (free) Fixedness is the ideal condition for con- 
ventional and utihtanan values, qmte the contrary for real value 
This most fundamental truth is forcibly and searchingly ex- 
pressed m the foUowmg hnes 

Narrow 

The heart that loves, the bram that contemplates. 

The hfe that wears, the spint that creates 
One object, and one form, and builds thereby 
A sepulchre for its eternity 

Epipsychidion, 169 

Cf The Revolt of Islam, 866, The Witch of Atlas, 590 

Cf my work Jl concetto dell indetemnnazwne, §§ 60, 68, 103, and m this 
volume. Index, ‘Novelty and umversaiiry’ 
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Yet if novelty is merged in a value of universality — which is 
born of novelty itself— it keeps, nevertheless, a distinct character 
There is in it an original power of form, an cver-original joy, a 
‘dehght’, which appears to be a primal cause in oiiginal indeter- 
minacy Itself, irreducible to it Hence, in part, the force and 
meamng of the following lines, in which the 'Spirit of Dehght’ 
IS felt, indeed, as real in itself, self-dependent, and regenerating, 
innocent (cf Chapter V, § 3), as life’s very principle 

Rarely, rarely, comest thou. 

Spirit of Dehght^ 

Let me set my mournful ditty 
To a merry measure. 

Thou wilt never come for pity, 

Thou wilt come for pleasure, 

But above all other things. 

Spirit, I love thee — 

Thou art love and life^ Oh, come. 

Make once more my heart thy home 

Song, 'Rarely, rarely \ 1, 19, 25, 45 

Compare a passage in 'Juhan and Maddalo’, in which the word 
'dehght’ conveys, again, an intense and transparent meamng, 
while expressing an active quahty 

for the winds drove 
The hving spray along the sunny air 
Into our faces, the blue heavens were bare. 

Stripped to their depths by the awakening north. 

And, from the waves, sound like dehght broke forth 

Julian and Maddalo^ 21 

7 Liberty Shelley says that the world would be but the world 
of despair, or a burial place. 

If Liberty 

Lent not hfe its soul of light, 
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And also tie says (he addresses himself to ‘Liberty’) 

the sun’s bright lamp 
To thine is a fen-fire damp 

Liberty, 14 

The word ‘hberty’ is used, and vmdicated, in its true sense 
We must here stop a moment, in order to clear away a possible 
and m fact frequent misunderstandmg concermng the concept of 
‘novelty’, and of ‘hberty’ or ‘freedom’ If we have to get closer 
to that nuclear reahty, which is ‘spirit’, we must understand 
‘freedom’ as inseparable from its reahty qua pnnciple, and, more- 
over, not pragmatically, but ontologically — and in accordance 
with the poet’s use of the word 
Freedom has been defined as the possibihty, for everyone, of 
exertmg his own activity under certam hmitations This is, from 
a non-abstract point of view, a negative defimtion Also to de fi ne 
It as freedom from want or other calamities is to represent it in 
Its practical content and bearmg, but not m its direct subjective 
reahty, 1 e , in its original and ontological value But freedom has 
also a deeper and, in a sense, more substantial meamng It is that 
which Samt Paul puts into prominence by sayuig ‘Where the 
spirit of the Lord is, there is hberty’ (11 Cor , m, 17) 

Who kills freedom, kiUs conscience To destroy freedom is to 
destroy mtimately all moral values, which are all suspended on 
this supreme force and yet dehcate flower of hfe Yet it must be 
emphasized (to avoid the misunderstanding above referred to) 
that freedom — ^both pohtical and, on the other hand, contem- 
plative and creative freedom — Closes its inward content and power, 
IS not freedom at all, if it is divorced from the feehng and the 
reality of its primal and umversal character Freedom while 
merged m its very pnnaple is humihty, and the psyche’s mani- 
fold rose of values is contamed m it, bereft of its intrinsic and 
primal character, it is only arbitrarmess, and boast, and bombast, 
and Futunsm m hterature, and, in pohtics. Fascism Only in the 
etermty of the spirit can we create We must beware of the ex- 
cesses of creatmsm Yet salvation from them cannot be sought m 
determimstic conceptions, rather m knowing, ever more search- 
mgly, freedom and creativeness as spirit 
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It IS m this sense that Shelley and Swinburne, above all, use the 
word ‘freedom’ and vindicate its concept 

8 Infinity This may be felt as an actual value either wLth 
reference to the future, or to the past, or to space — ^which provide 
scarcely more than a ‘means of expression’, however irreplace- 
able 

I have sent books and music there, and all 
Those instruments with which high Spirits call 
The future from its cradle, and the past 
Out of its grave, and make the present last 
In thoughts and joys which sleep, but cannot die, 

Folded within their own etcrmty 

Epipsychidion, 519 

‘Thoughts’ and joys’ (if conditions are not entirely lacking) will 
for ever be recognized, called up again, m their original value, 
intrinsically characterized 

It IS stiU, I think, this intrinsic character — ^rather than anything 
especially precognitive — ^that lies at the source of Shelley’s 
thought, when he speaks of song’s prophetic power Compare 
the last lines both of the ‘Ode to the West Wind’ and of the 
poem ‘To a Skylark’, and, in ‘Prometheus Unbound’, the pass- 
age where Asia tells how Prometheus gave man speech 

and the harmomous mind 
Poured itself forth in aU-prophetic song, 

Piometheus Unbound, II, iv, 75 

Infimty with reference to the past 

Her voice was hke the wildest, saddest tone, 

Yet sweet, of some loved voice heard long ago 

The Revolt of Islam, 316 

Infimty with reference to objective time, both past and future 

Yet pause, and plunge 
Into Etermty, where recorded time, 

Even all that we imagine, age on age, 

Seems but a point, and the reluctant mind 
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Flags wearily in its unending flight, 

Till It sink, dizzy, bLnd, lost, shelterless 

Prometheus Unbound, I, 416 ^ 

With reference to space 

I love all waste 

And solitary places, where we taste 
The pleasure of believing what we see 
Is boundless, as we wish our souls to be 

Julian and Maddalo, 14 

Without any exphcit reference either to spatial or temporal 
multiphcity 

Entranced in some diviner mood 
Of self-obhvious sohtude 

The Daemon of the World, 88 

Cf Stanzas written in Dejection, near Naples, 7-9 
Vast and intense presentness — a lingering in the present, the 
feeling of being as it were suspended to its original and eternal, 
though fleeting value — ^is expressed in the image 

Meanwhile the sun paused ere it should ahght, 

Over the horizon of the mountains, — Oh, 

How beautiful is sunset, when the glow 
Of Heaven descends upon a land hke thee, 

Thou Paradise of exiles, Italy* 

Julian and Maddalo, 53 

^ Cf the following hnes from Leopardi 

and when I gaze 

Upon those infinitely more remote 
Clusters of stars, that seem 
To us hke mist, to which not alone Man 
And this our earth, but all these stars of ours 
Infinit e both m number and m size. 

All these, together with the golden sun. 

Are either unknown, or appear as small 
As they to earth, a pomt 
Of nebulous radiance, 

‘The Broom’, Translations from Leopardi, by R C Trevelyan, 1941, p 43 We 
find, sometimes, m Shelley and m Leopardi almost the same accents, espeaally, 
but not only, as regards the feelmg of the mfmite 
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We find here the very value expressed of contemplation, self- 
transcending, akin with love, implying the absence of any 
thought of extrinsic action, of anything extrmsic, and richness 
and pride of forms and, at one and the same time, actual infinity 
He hstens to infimty as active in silence, and in expectation, and 
in listening itself Let me hmit myself to quotmg but the follow- 
ing extract 

In lone and silent hours. 

When mght makes a weird sound of its own stillness, 

Alastor, 29 

Cf Adonais, 323, The Triumph of Life, 67, Orpheus, 123 
Infimty, again, or original indeterminacy, is expressed and re- 
vealed as ‘omnipotence’ 

(lone) Where are the Spirits fled^ 

[Panthea] Only a sense 

Remains of them, like the ommpotence 
Of music, when the inspired voice and lute 
Languish, 

Prometheus Unbound, I, 801. 

Many a passage should be quoted in which ‘mght’ and ‘day’ 
embody the twofold aspect of one original power — 1 e , infimty 
and form I himt myself to quoting a fragment of the invocation 
in ‘Alastor’, introducing us, in some way, to the subject 


I wait thy breath, Great Parent, that my strain 
May modulate with murmurs of the air. 

And motions of the forests and the sea. 

And voice of living beings, and woven hymns 
Of mgjit and day, and the deep heart of man 

Alastor, 45. 

‘Night’, ‘Death’, ‘Sleep’ and ‘Silence’ aie often the images and 
symbols of a value of purity and self-transcendency, infinitely 
impersonal, non-anthropocentric Compare the lines 

How wonderful is Death, 

Death and his brother Sleep * 
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One pale as yonder wan and hornM moon, 

The other glowing hke the vital mom, 

Yet both so passmg strange and wonderful* 

The Daemon of the World, i, 5, 8 

Cf also To Night, and Fragment, Apostrophe to Silence (1818) 
Moonhght (and moonht landscape) may evoke, in the highest 
degree, identically infimty and form — as original values, and 
powers, a hving, subtle form which does not cover or shut out, 
but enhances, mfimtude Only a very few, and only the mightiest 
* poets (in so far as I know) have found adequate words to express 
moonhght’s mystery In'QueenMab’ (written mi 8 12 probably), 
Shelley speaks of the ‘polar mght’ where scarcely ‘the hardiest 
herb’ 

Basks in the moonhght’s ineffectual glow. 

Queen Mob, VIII, 148 

Beauty — and, more generally, contemplative thought — ^for aU 
Its power, IS incapable of extrinsic action, and also is, m a certam 
respect, unaffected by it Hence the word ‘ineffectual’, referring 
to moonhght and its wide transparenaes, chiefly obtams its sig- 
nificance and Its poetical value the moonht landscape seems to 
share in that immumty from extrmsic causahty, or m that he- 
terogeneity in respect of it, which hes deep in the nature of 
thought, and almost visibly in some of its highest forms 

As is the Moon, whose changes ever run 
Into themselves, to the eternal Sun, 

The cold chaste Moon, the Queen of Heaven’s bnght isles. 
Who makes all beautiful on which she smiles. 

That wandering shrine of soft yet icy flame 
Which ever is transformed, yet stdl the same. 

And warms not but illumines 

Epipsychtdion, 279 

The last hne of this passage obviously reflects the same concept 
as the word ‘ineffectual’ m the passage above quoted But it 
conveys, m a higher degree, the sense of an original reahty m- 
cludmg and, at one and the same time, transcendmg man and, 
were it possible, hfe itself 
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May I quote another passage: 

Oh, gentle Moon, the voice of thy delight 
Falls on me hke thy clear and tender light 
Soothmg the seaman, borne the summer mght. 

Through isles for ever calm, 

Prometheus Unbound, IV, 495 

Cf also To a Skylark, 26 (see below, § 27) 

9 Sorrow The following lines refer to a youth. Prince Atha- 
nase 

Nor any could the restless griefs unravel 
Which burned within him 

What sorrow, strange, and shadowy, and unknown, 
Sent him, a hopeless wanderer, through mankind^ 

He knew not 

Prmce Athanase, 3, 19, 58 

Shelley does not say what that sorrow was, and it remains ob- 
scure Was It love before love, a craving for love^ Was it an 
obscure urge for transcending actuahty, and hfe, and thought 
Itself, yet divorced from any object^ Was it charity itself, under 
the burden of so much pain, and superflux of pain, in the wide 
worlds Was it the appalhng weight of spirit — ^spirit humihated, 
denied, truth unrecogmzed^ 

Be this as it may, most certamly, in so far as Shelley is con- 
cerned, he bears entirely that weight of the spirit — of its truth 
unrecogmzed He bears it alone, with no support of Revelation, 
no assurance^of Reward And men, enwrapped in pride, may 
recogmze and welcome new facts, not any deepening in their 
feehngs and m their concepts or criteria of truth They need, 
indeed, genuine value m a thousand alloys, but they hate it un- 
mixed They worship the Prophet dead, a thmg for trade, when 
to quote him strengthens authority or shows erudition, but they 
do not appreciate him and do not like him alive, he is not ‘of 
their crew’. It is probably in this hitter meamng that Shelley’s 
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words must be understood, when he says, speaking about him- 
self 

for I am one 
Whom men love not, 

Stanzas written in Dejection, near Naples, 41 

In vam he struggles to ‘relume’ the ‘lamp of Hope’ {The Revolt 
of Islam, 1472), the ‘unenvied hght of hope’ {Epipsychidion, 185) 
The foUowmg hues may be also quoted in this connection 

Alas ' this IS not what I thought hfe was 
I knew that there were crimes and evil men. 

Misery and hate 

my weak breast I armed, 

To bear scorn, fear, and hate, a woful mass ' 

Fragment, ‘Alas' this is not ’, i, 8 

Cf The Revolt of Islam, 31, 119, Stanzas written in Dejection, near 
Naples, 19 

Gcmus IS possessed by mental presentments, the man is their 
slave — as the lover is the slave of love They possess an onginal 
hfe, they absorb the particular self But then, verbal images — or 
pictorial, plastic, sonorous, or of any kind, in different arts and 
professions — at one with the thought they embody, are ahve m 
their absolute and unique value, and are not levelled to practical 
standards and requirements Then also, what is felt as at variance 
with truth, chugs to one’s mind and haunts it So much the more 
IS there to be expected m Shelley an intense and agomzing reac- 
tion to what he thinks to be wrongly asserted and false, and this 
IS reflected sometimes in his poems Compare, for instance, the 
hues where he speaks of the Mamac, in ‘Juhan and Maddalo’, 
and of the woman, for whose sake he, the Mamac, as it seemed, 

had fixed a blot 

Of falsehood on his mmd which flourished not 
But m the hght of aU-beholding truth, 

Julian and Maddalo, 529 

Cf also Id , 406, 412 

It IS thought’s (and love’s) deepest law, that wherever there is 
contradiction, error, wrong, somethmg missing, there all one’s 
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mind’s powers are summoned up This is not to be explained, 
primarily, on physiological grounds, or pragmatically, or 
through arguments of formal logic Thought’s infinite identity 
IS broken The very nature of inner being is violated — ^both its 
immediately potential, free, vitally hmitless or aU-mclusive, 
simple reahty and its deeply mtrinsic or eternal character These 
are the unparalleled, irreplaceable_/orces which come to the rescue 
Spirit IS summoned up by its very demal Hence, cbefly, thought 
IS or may be enhanced by sorrow Hence, also, Shelley’s poetical 
vocation and greatness is inseparable from his capacity for sor- 
row The following hnes may be quoted as pointing, in a general 
way, to this frmtfulness of sorrow 

Most wretched men 
Are cradled into poetry by wrong. 

They learn in suffenng what they teach m song 

Id, 544 

Cf To a Skylark, 90, where another aspect of the same mter- 
relation is emphasized 

But It IS in remorse, especially, that man’s gentleness and all 
his qualities are imphed, and spirit’s abysmal re^ty, as a problem 
and as a mystery, is intimated, and sorrow is most searching and 
fruitful The following hnes do not refer to Shelley, but some- 
thing of his own experience may be reflected in them 

If I have erred, there was no joy in error. 

But pam and insult and unrest and terror. 

Id, 326 

Sorrow may teach a kmd of detachment from the thmgs of 
the world, or from a too close adherence to them This concept 
IS expressed ip the last stanza of the poem ‘Invocation to Misery’, 
where Shelley says that aU the wide world and men in it (‘hke 
multitudmous Puppets passmg from a scene’) mean but ‘mockery’ 
wheie he — and Misery, have been 

‘But heahng from sorrow, in Shelley’s view, comes qmte 
naturally, m a more direct way, from spint itself It is neither, 
properly, an ‘overcoming’ nor a denial of sorrow It hes in a 
renewal, which cannot fail For sorrow is still sprat, or an aspect 
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of It, a testimony for it Self-actuating freedom is primal, and 
the soul’s Winter can only bear witness for Spring In this sense 
the last line of the ‘Ode to the West Wind’ must be interpreted, 
or otherwise it would express but a too obvious truth Cf also 

Many a green isle needs must be 
In the deep wide sea of Misery, 

Lines mitten among the Euganean Hills, i 

His general view (and his most intimate feeling) is joyous It 
IS reflected, for instance, in the first lines of ‘The Triumph of 
Life’, the poem on which he was engaged at the time of his 
death 

Swift as a spirit hastening to his task 
Of glory and of good, the Sun sprang forth 

The Triumph of Life, i 

Defimtely pessimistic views are rarely expressed 


Wall, for the world’s wrong ^ 


Compare also The Triumph of Life, 230 


A Dirge, 8 ^ 


10 Communion SheUey searchingly points to the first prin- 
ciple of all communion as recogmzable in thought’s delicate web, 
in the interrelation between forms or images in one’s span of 
consciousness, and particularly in thought’s musical life 

We — arc we not formed, as notes of music are, 

For one another, though dissimilar. 

Such difference without discord, as can make 
Those sweetest sounds, in which all spirits shake 
As trembling leaves in a continuous air? 

Epipsychidton, 142 

(Cf Prometheus Unbound, III, 111, 39 ) The conception expressed, 
or suggested, is one of the greatest significance, from a philoso- 
phical point of view, and especially to-day We must say (though 
It is indeed huinihating that it should be necessary to say it) that 

^ Written m 1822 
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to derive commuraon from a ‘soaal mstmct’ is utterly inept No 
society would come mto bemg, if there were not in mdividuals 
a capacity for self-transcendency, an understanding of it, how- 
ever rudimentary, a need for it, not constituted, but only pro- 
voked, occasioned, by practical utihties Altrmsm is no less primal 
than egoism Uncntical and shallow thought conceives egoism 
as granted, as not needing explanation, as primal, and either 
demes altrmsm altogether, or derives it from egoism, as the pro- 
duct of education or as depending on a surplus of energy, or as 
a ‘social mstmct’ The ‘social mstmct’ — ^as compared with ‘love’ 
— ^presents from the pomt of view of the ordmary pseudo- 
scientist, the advantage of being a supposed defmite reahty and 
more of the nature of a thing Indeed it may be rightly conceived 
as a speaalized form — ^in which orgamzed hereditary conditions 
are paramount — of a more general and fundamental prmciple, 
but generally it is but an idohzed non-entity, which hides a 
profounder reahty, and shows the mtellectual misery of those 
who, contammating language, replace older names with this 
term 

The fohowmg passage expresses a thought which, m different 
shapes, often occurs 

To the silent wilderness 
Where the soul need not repress 
Its music lest it should not find 
An echo m another’s mmd 

To Jane The Invitation, 23 

Cf Stanzas written in Dejection, near Naples, 18, Julian and Mad- 
dalo, 208 Need for commumon is characteristically strong in 
Shelley’s attitude of mind 

Yet any feehng whatever is easily distorted when seen from 
the outside, m a more or less objectifymg view The faith which 
ammates it, its mward truth and umqueness are lost It is bereft 
of Its hvmg infimty Hence shame (pudor) and reserve radically 
belong to the mtrinsic nature of inner bemg This essential mo- 
ment is also reflected m Shelley’s poetry (Cf Juvenilia, Song 
Despair, 10 ) 
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11 Thought’s onginahty and perpetuity Let us quote but one 
passage, m which thought is distinctly represented in its ever- 
origmating character The new moment takes wmg, as it were, 
out of the infinite in which the precedmg one dissolves — and m 
tune with it 

There the voluptuous mghtingales, 

Are awake through all the broad noonday 
When one with bhss or sadness fails, 

Another from the swingmg blossom, 

Watchmg to catch the languid close 
Of the last stram, then hfts on high 
The wmgs of the weak melody, 

’Tdl some new stram of feehng bear 
The song, and all the woods are mute 

Prometheus Unbound, II, ii, 24, 30 

12 ‘Infinitives’ ^ There is undoubtedly aesthetic value in the 
quahty real in itself, unsupported by ‘existents’ — or compara~ 
tively less dependent on them, radically and widely, infinitely, 
inclusive For instance 

The wmgM storms 

leave azure chasms of calm 
Over this isle, or weep themselves in dew. 

From which its fields and woods ever renew 
Their green and golden immortality 

Epipsychidion, 465 

Yet there is scarcely any essential ontological value here ex- 
pressed, except the infinite which is inherent in any quahty what- 
ever (cf the ‘green’ and the ‘golden’) qua sensed— here in a high 
degree ehcited In the bright image which we find m the same 
poem. 

Passion’s golden punty, 

dd , 571 

‘punty’, as referred to ‘passion’, besides bemg an indeterminate 

^ Sec Cliapter I, § § ii, 16 
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concept, expresses a radical aspect of life and thought m their 
very originahty, inasmuch as it emphasi2es in them an uncon- 
querable and almost form-transcending novelty The quality ex- 
pressed is therefore in a deeper sense a logical universal ‘Passion’ 
IS not ‘passivity’, obviously, it is hfe as an original and not as a 
utihtanan value It is with special vigour that Shelley here vmdi- 
cates this use of the word — ^in disagreement with the general 
opimon of philosophers, but m full accordance with Giambat- 
tista Vico’s philosophy 

An essential quahty may be evoked and indeed expressed m its 
almost ineffable mfimty and umversality, and nchness, by means 
of comparisons For mstance 


In that star’s smile, whose hght is hke the scent 
Of a jonquil when evening breezes fan it. 

The Triumph of Life, 419 

The ‘star’s smile’, the star’s ‘hght’, the ‘evemng’, the ‘breezes’, 
the ‘jonquil’, and the ‘scent’ — through its pecuhar indetermin- 
ateness — all these things umte in, and are contributive of, one 
common quality, they convey a umque sense of mfimty, and 
purity, and tenderness The most typical example, in this con- 
nection, may be found in the ‘Epipsychidion’, v 120 (quoted 
below, § 28) 

13 Alliteration and onomatopeia These may also be considered, 
I think, as the expression of an actual power of mfimty, closely 
inherent m each item of quahty both of the means of expression 
Itself and of the objects {qua sensed) ^ I quote an extract (probably 
the nchest, in this connection, m Shelley’s poetry) from the in- 
vocation in«Alastor’, written in 1815 


If dewy mom, and odorous noon, and even. 
With sunset and its gorgeous mimsters. 

And solemn midnight’s tmghng silentness. 
If autumn’s hollow sighs m the sere wood, 

I ^ Cf Chapter I, § 26 
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And winter robing with pure snow and crowns 
of starry ice the grey grass and bare boughs, 

If spring’s voluptuous pantings when she breathes 
Her first sweet kisses, have been dear to me, 

If no bright bird, insect, or gentle beast 
I consciously have injured, but still loved 
And cherished these my kindred, 

Alastor, 5 

14 Language Language is an expression of the same nuclear 
reahty — ^radically and richly characterized by its very originahty 
— ^which we call ‘spirit’* 

Language is a perpetual Orphic song, 

Prometheus Unbound, IV, 415 

The verse refers to a world still to come (Piometheus has been 
‘unbound’) butit expresses also an actual reahty (cf Id , II, iv, 
75, quoted above, § 8) Every word, in a living (not con- 
ventionally constructed) language, richly, through a kind of 
‘onomatopeia’ — ^which is not at all imitation — shares m the quality 
of aU other woids Hence its unity is almost that of a work of 
art Again, a language expresses radical mental attitudes, vari- 
ously prevadmg in one or another country, either reflecting, we 
may suppose, general national characteristics, or belonging to 
that language itself, as it develops according to its own gemus 
But above all, as I have already pointed out, the very formation 
of words depends on their origm m the really active element in 
mental life — ^that is to say, in the spiritual essence, and they reveal 
It Language has a twofold source on one hand, in this mtrinsi- 
cally characterized formative prmaple, on the other hand, in our 
outward experience and practical needs, 1 e , m its^numberless, 
rather disconnected, occasional causes The two elements share in 
every word The first one is quickened m so far as language is 
poetry but indeed language is always m some measure poetry 
(hence the truth of the above-quoted hne) Generally, this self- 
substantial element is overshadowed by practical needs, no less 
than by the use of language as an instrument of external, non- 
mtimate knowledge Yet, in the measure m which it is called 
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back to Its perennial source, language is immediately a redis- 
covery of it — a knowing while actuating — and shares in the light, 
and power, and rhythm, and mystery, of thought's original 
reahty It is rightly described as ‘Orphic', m accordance with the 
various meanings of this word 

15 Images When a poem, or a fragment of it, is beautiful as 
an image, and only as an image (or may be said to be outstand- 
ingly such) so much the more it may draw our attention, m these 
pages, for it would seem not to confirm our main contention, 
but rather to be at variance with it Let us quote the following 
fragment (the ‘mountains' referred to are the Euganean Hills) 

were seen 

Those mountains towering as from waves of flame 
Around the vaporous sun, from which there came 
The inmost purple spirit of light, 

Julian and Maddalo, 81. 

It seems that the mere fact of making a landscape visible by 
means of a few words, is sufficient to create a new thing, a thing 
of beauty What is this flash of the vision^ Certainly it is not 
mere plastic power Plastic power, in itself alone, could affect us 
as curious, as surprising, perhaps as miraculous beauty is quite 
a diflferent thing Actualization, on the other hand, is in this con- 
nection a more adequate word it conveys the meamng of an 
intimate and original value However, m order to be such a 
value, and to constitute beauty, actuahzation must be spirit That 
IS to say, in actuahzation creative freedom must be felt — ^its deep, 
actual infinity and its rich simplicity It is because of thought's 
silent power that ‘forms’ m art are ‘more real than hving man' 
{Prometheus Unbound, I, 748) Indeed original life is found, if 
ever, in ‘living man', but in artistic expression — even confined 
to ‘mere images', if such exist — ^the formative principle is mam- 
fest and therefore real in its intrinsic and eternal character, as it 
is not, generally, in practical hfe 

In rendering a landscape by means of colours, the lack of 
transformation into spiritual or subjective values may not, to a 
certam extent, prevent the work from being done A pamting 
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then looks superficial we do not see in it the sdent power of 
thought, intimate, transparent — more real than thmgs m their 
objective multiphaty and above all more real than symbohzed 
abstract ideas We may say that in rendermg a landscape into 
words this more real element is inevitable and is always implied 
— ^so much so that it often passes unobserved 


i 6 Let us now follow m Shelley’s poetry a more exphcit 
thought concemmg the nature of reality at large, sometimes of 
a more markedly inferential character 

I have heard 

By mme own heart this joyous truth averred 
The spirit of the worm beneath the sod 
In love and worship, blends itself with God 

Epipsychidion, 126 

The umversahty of love’s principle is declared, it is intimately 
felt and forcibly expressed as love — and interest and pity towards 
inferior or weaker hvmg beings — and, at one and the same time, 
as a discovery, an actually self-revcahng pnnciplc The implica- 
tion of umversahty, m the passage quoted, seems to depend im- 
mediately on the strength of the principle itself, inasmuch as it 
IS felt as supremely real, original, though, we may assume, it is 
also suggested or confirmed, with some qualifications, by the 
view of the external world 

Many a philosopher conceives, or seems to conceive, that spirit 
begins with man, nay, with grown-up man, nay, with man when 
he IS sober and m full possession of his faculties, nay, with the 
philosopher, nay, with himself Shelley upholds, most forcibly, 
and rightly, the opposite view 

It IS worth while noticing that the fact of recognizing one and 
the same reahty (which we know m our owm hfe) m its lower 
forms, and most remote from us, is quite a different thing from 
explammg the highest forms m terms of the lowest, or from de- 
nving the higher from the lower and, m some sense, simp ler 
forms In the second case, or way of approach, we ignore or 
crudely (generally uncntically) deny the existence of an ori ginal 
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pnnaple which can be better known and investigated from an 
intimate pomt of view and m its bghest expressions There is, 
besides, a third fundamental method of mterpretation that of 
envisagmg a principle qua ongmal and irreducible, and claiming 
to explam it while assuming — generally in a more or less sur- 
reptitious way— Its begannmg at a certain stage of evolution or 
development, and while postulating qmte heterogeneous degrees 
of reahty This seems to me the most unwarranted, and least 
saentific, methodological standpomt Both this ideahstic emerg- 
entism, as we may call it, and that total derivatiomsm, are im- 
phatly rejected m the above-quoted passage 

On the other hand, the more we advance in our knowledge 
of hfe and nature, the more (I do not doubt) we become con- 
vmced that to start from the assumption or the hypothesis that 
hfe, in Its fundamental characteristics, belongs to man exclusively 
IS a qmte arbitrary standpomt The onus probandt would he on 
him, who starts from so, to all appearance, extremely superficial 
and most improbable a point of view It would be therefore qmte 
out of place to tax Shelley’s conviction with ‘anthropomorph- 
ism’ Nothmg could be farther from his trend of thought 
It IS through a perpetual re-creatton that love’s principle exerts 
Its power, or exists at aU This is not stated m the following 
extract, yet some words m it may m this concept have their 
source 

All things are recreated, and the flame 

Of consentaneous love inspires all hfe 

The Daemon of the World, 343 

17 The common and essentially subjective prmciple, all 
through 

The sensitive extension of the world. 

Queen Mab, VI, 23 1 

IS quite uneqmvocaUy described as the only reahty 

Nought IS but that which feels itself to be 

Hellas, 785 

Its presence both in the ammal and vegetable world is often 
imphed, or vividly represented 
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All baser things pant -with hfe’s sacred thirst, 

Adonats, 169 

Compare The Sensitive Plant, passim, e g , v 7 

18 But the idea of one common active principle, underlymg 
or, mdeed, constitutmg reahty, extends in Shelley’s thought also 
to include what we would call mammate, physical thmgs 

Throughout this varied and eternal world 
Soul IS the only element the block 
That for uncounted ages has remained 
The moveless piUar of a mountain’s weight 
Is active, hving spirit Every gram 
Is sentient both m umty and part, 

And the mmutest atom comprehends 
A world of loves and hatreds, these beget 
Evil and good hence truth and falsehood spring. 
Hence wiU and thought and action, aU the germs 
Of pain or pleasure, sympathy or hate, 

That vanegate the eternal umverse 

Queen Mab, IV, 139 

Ye elemental Gemi, who have homes 

From man’s high mind even to the central stone 
Of sullen lead, 

Prometheus Unbound, IV, 539 ^ 

Poetical msight cannot make a great contribution to the sub- 
ject and to the solution of the problems involved, yet it is not 
altogether mcompetent and meaningless in respect of them 

The idea, that in the core of matter there hes subjectivity, is not 
an entirely gratmtous hypothesis It seems that matter ought to 
become pulverized ad infinitum, unless we suppose in it some- 
thing self-consistent, self-maintaimng and mwardly purposive, 
self-recuperatmg, wanting to be, affording a pnnaple of umty 
And mdeed, this argument comes stiU withm the competence of 

1 Cf also Prometheus Unbound, IV, 370 (‘It interpenetrates my granite mass), 
Alastor, I, Adonais, 370 
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poetic insight Again, if we do not admit m the ultimate nature 
of matter a prmciple of self-activity, which imphes, in some 
degree, mward purposiveness and sentiency— however hard that 
may be to conceive — ^it is, on the other hand, difficult to under- 
stand how so radically heterogeneous a quahty may arise at a 
given moment fiom a world of mere objective existents And 
here, also, the full appreciation of this difficulty is not unrelated 
to poetic msight 

The effort of many a physicist, his attempt to suppose some- 
thmg common both to physical and subjective mdetermmacy, 
reflects the same logical need and is, from this pomt of view, 
quite understandable Yet, in this connection, it must be pomted 
out that physical indeterminacy is conceived by physiasts as 
fortmtousness, and there is nothing m it to suggest tension — ^not 
‘tension’ m the meaning in which this word is used m mechamcs 
and physics, but inward tension, implymg unity, the many-in- 
one Indeed physicists like to speak of the ‘hfe’ of matter, pre- 
cisely when they are most plunged m their researches, in face of 
the fervid richness and unforeseen character of the events which 
they mvestigaie Yet I do not think that, up to now at least, the 
bringing together of the two concepts is justified, or hkely to be 
true And, for instance, the fact that electrons are perfectly identi- 
cal with each other — as is stated, and so far as is known — ^seems 
to exclude in matter anything like spontaneity or creative m- 
determinacy 

It must further be noticed that Shelley does not imply that 
there may not be, m the physical atom, also an irreducible ma- 
terial element, characterized by relations of external condition- 
ahty and passivity 

19 A hm 4 of duahsm between spirit and matter seems to be 
admitted in the following passage 

There was the Heaven and Earth at first. 

And Light and Love 

Prometheus Unbound, II, iv, 32 

‘The Heaven’, I suppose, may stand here for space, and ‘Earth’ 
for matter ‘Light’ and ‘Love’, on the other hand, are essentially 
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kindred ‘Light’ is no mere physical hght, and, as the very pnn- 
ciple of form, m its deep intrmsicahty, it merges mto a value of 
umversahty, which is akm with love’s Shelley is aware of this 
kinship He points to it exphcitly (cf Epipsychdion, 336 ‘When 
hght IS changed to love, ’, see also Prometheus Unbound, II, 
V, 40) 

In the same scene of the ‘Prometheus Unbound’, Dcmogorgon 
eventually states that Love is the supreme power m the universe 

For what would it avail 

to bid speak 

Fate, Time, Occasion, Chance, and Change? To these 

All thmgs are subject but eternal Love 

Prometheus Unbound, H, iv, 117 

20 On Serchio’s stream at the first mormng ray, birds and 
men and every hvmg thing. 

All rose to do the task He set to each. 

Who shaped us to His ends and not our own. 

The Boat on the Serchio, 30 

Oftentimes Shelley’s thought keeps wandering about such sub- 
jects and trying widely to guess, he says. 

The issue of the earth’s great business. 

Letter to Marta Gisborne, 163 

His reasoned hope is that spirit wiU eventually prevail m this 
world of ours, and it is m creative thought as manifest in the 
forms of art that he sees a specimen, or a suggestion, of what life 
is bound to become, if it follows its deepest impulse For m 
artistic or poetical expression, hfe itself is present and mamfest 
m Its very prmaple, and reveals itself in its intrmsic and universal 
value No horrid conflicts exist between thought’s difierent mo- 
ments or reahzations, they are perpetually self-renouncmg, all- 
absorbmg, all-transparent, highly comprehensive, they appear 
infused with love’s very spirit (see above, § 10) He foreshadows 
m some of the last hues of the ‘Prometheus Unbound’ the even- 
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tual triumph of what he feels to be deepest and strongest m 
freedom’s very nature — ^that is to say, love itself 

Love, 

from the last giddy hour 

Of dread endurance, 

sprmgs 

And folds over the world its heahng wmgs 

Prometheus Unbound, IV, 557, 560 

In his early poem, ‘The Daemon of theWorld’, he imagmes 
such conditions reahzed Speakmg of man m that stage of 
evolution, he says 

no longer now 

He slays the beast that sports around his dwelling 
And hornbly devours its mangled flesh. 

The Daemon of the World, 443 

The like state of existence is imagined as made real in the happy 
isle which he descnbes in the ‘Epipsychidion’ (cf 1 533) 

The view of Shelley may seem to some people not to satisfy 
the highest claim for truth But, let us throw this into relief, form 
exclusive, and cruelty, are in fact the weakest power (besides 
bemg felt as the lowest) in hfe’s creative element — ^which is the 
most real thing we know And the urge towards the ideal world 
depicted by Shelley hes meradicably in cruel nature itself 

21 Evil spirits themselves obey a power which transcends 
them — ^not a power of evil Compare the hnes 


Therefore from nature’s inner shrine. 

Where gods and fiends m worship bend. 

The Daemon of the World, 96 

The ‘tiger joy’ may be charmed {Prometheus Unhound,lV, 501) 
The furies themselves do not lack the notion of pity, if it helps 
them they ask for pity, while exerung their cruelty, in order to 
be allowed the evil deed {Id , 1 , 350) 

Can evil, felt as evil, rejoice in itself— m so far as and because 
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It IS ultimately felt as evil? Yes, it can The demal of the spirit is 
m this way represented as an original force and voluptuousness, 
real in itself, self-sufficmg, and so much the more repellent 

Can aught exult in its defornuty? 

Prometheus Unbound, I, 464 

Absolute evil is, on more than one occasion, represented m 
‘Custom’ (cf The Revolt of Islam, 419) and in ‘power’ (relentless 
pohtical power, cf The Cenct, IV, iv, 178) 

The evil man is represented as ‘cruel, cold, formal’ [Id , V, 
IV, 108), ‘a coward to the strong’, ‘a tyrant to the weak’ {Rosalind 
and Helen, 254) 

Hardness of heart — ^the uncomprehensive attitude of mind, as 
regards onginal values — ^is keenly felt as the most general evil 
Men are ‘deaf’, yet not so completely as to be irresponsible for 
It (cf Epipsychtdton, 8) 

22 A clear statement upholding value’s immanent nature and 
origin is contained m the foUowmg passage 


’Tis an assurance that this Earth is Heaven, 

And Heaven the flower of that untainted seed 
Which spnngeth here beneath such love as ours 

Juvenilia To Harriet, 21 

It is not God (‘Heaven’) that explams value, it is value, as it is 
known in this hfe of ours, that makes understandable, and hkely, 
the existence of other and higher forms of value itself 

Nature’s toilsome labour is represented as justified and re- 
warded in Its creations 

The fertile bosom of the earth gives suck 
To myriads, who still grow beneath her care. 

Rewarding her with their pure perfectness, 

The Daemon of the World, 345, 
Queen Mob, VII, 109 

The concept of an immanent purposiveness in nature is here ad- 
mirably expressed Let us notice that the word ‘perfection’, had 
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It been used instead of ‘perfectness’, would have failed to express 
so happily the concept and value of the formative principle in its 
indeterminate and active character, radical and umversal, and 
spiritually concrete ‘Perfection’ — ^though even a name for ‘en- 
telechy’ — may easily convey the idea of an abstract entity, cut 
off from Its very principle, ‘like a stream cut off from its sources’ 
(to use Meredith’s words^) 

When growth and the fervid moment of creative indeter- 
minacy are conceived as highly representative of value, then an 
immanental interpretation of it seems to be implied, for then it 
would seem to be imphed — and felt — ^that hecoming and history 
belong to its very nature Now Shelley constantly puts into 
prominence the reality, power and value of hfe in its budding, in 
Its disclosing, ever-new, ever-imtial, an opening, widely inclusive 
and full of promise Compare To a Skylark, 5, 15, 60, Eptpsychi-' 
dion, 120, Prometheus Unbound, III, m, 38, see above, § 6 
The following passages may also be quoted, pointing to an 
immanental interpretation 

The sweetest flowers are ever frail and rare, 

And love and freedom blossom but to wither 

Marenght, 47 

the intense atom glows 

A moment, then is quenched in a most cold repose 

Adonais, 179 

The Future and the Past are idle shadows 

Of thought’s eternal flight — ^they have no being 

Hellas, 783 

The present decides about, and bears within itself, the reahty of 
the umverse^t any given moment Qmte different is the idea of 
past and future as existing (and in so far denied as past and future) 
in a supposed ‘eternal present’ This indeed would imply the 
failure of all our conceptions about value as witnessing some- 
thing really, originally active, and of all our conceptions about 
history and evolution as being not a mere deceiving appearance 
But till the emphasis is laid on this ‘eternal fhght’ — and on the 

^ Poetical Works, ‘France , VII 
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‘ever new’ {Prometheus Unhound, III, lu, 38) — ^the ever-renewing 
moment andform seem to be conceived as co-essential with value 
In a different respect, an immanental conception is asserted in 
such a view about human destmy, as considered above, § 20 
Cf also The Daemon of the World, 292, 295 

23 On the other hand we find, in Shelley’s poetry, passages 
which seem to point to a transcendent interpretation of the 
nature of value 

Must that divinest form. 

Which love and admiration cannot view 

decays 

The Daemon of the World, 12, 17 

Why aught should fail and fade that once is shown 

Hymn to Intellectual Beauty, 20 

But look on that which cannot change — the One, 

The unborn and the undying 

Hellas, 768 

Compare also The Sensitive Plant, III, 134 These expressions 
may simply represent an attempt to convey the idea of a self- 
caused or uncaused (non-extrinsicaUy caused) principle — and 
not that of an immobile entity — and may not be of great sigmfi- 
cance in the present connection But there are other passages 
which seem to assert more forcibly, and from a more intimate 
point of view, a divorce between hfe and, on the other hand, 
whatever is meant as the supreme value and the supreme reahty 

Life, hke a dome of many-coloured glass, 

Stains the white radiance of Etermty , 

Adonais, 462. 

That Benedirtion which the echpsmg Curse 
Of birth can quench not. 

Id, 480. 

Power dwells apart m its tranquilhty. 

Remote, serene, and maccessible 

Mont Blanc, 96 
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This thought, m the passage last quoted, seems however to call 
up in Shelley’s mind itself a different one, which interprets and 
corrects it, and with which the poem closes (‘thou’ refers to 
‘Mont Blanc’ ) 

And what were thou, and earth, and stars, and sea, 

If to the human mind’s imagimngs 
Silence and sohtude were vacancy? 

Id , 142 

More significant seems to me the following questiomng — even 
if an affirmative answer is expected or imphed m it 

m hfe and truth 
Might not my heart its cravmgs ever slake? 

The Revolt of Islam, 1446 ^ 

Indeed Shelley strongly feels the hmitations of hfe and of 
thought Itself And doubts and tentative presentments of opposite 
views are inevitable and frmtfiil Agam, it is not easy to with- 
stand the temptation of symbolizing an mfimtely impersonal 
value (and one so strongly felt as such') as existing, beyond hfe 
and thought, in a quite heterogeneous sphere of reality But it 
would be entirely misleading to conceive, for mstance, the above- 
quoted passages from ‘Adonais’ (w 462, 480) and ‘Mont Blanc’ 
(v 96) as emmently representative of Shelley’s thought Shelley 
strives to vindicate life, and the name of it, to its highest meamng, 
he does not forswear it He is the avenger of life and truth (an 
mtimate and not pragmatically conceived truth) as one and the 
same reahty He is from tbs as from other points of view m full 
agreement — ^though not looked for — ^with the philosophy of the 
Gospels He is, in this respect, as far as one could possibly be from 
Buddbsm Spint is for him hfe itself, hfe in what he tbnks to be 
Its true meamng, not a distinct transcendent principle He smgs 
‘passion’s golden purity’, bs last poem is ‘The Triumph of Life , 
and the first one, in bs Works, ‘The Daemon of the World 
Through all bs poems, he finds spirit wble deepemng hfe’s very 
essence 

1 Cf also AJonats, 339, 344, 356, The Revolt of Islam, 2640, Mutahihty {Early 
Poems), I, The Zucca, 23, 28, 17-24 
M 
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It IS only when we overlook the fact that infinity and eternity, 
as values, are inherent in anything that is in a high degree active 
and belong to the very principle of life, that we may be led to 
mterpret form-transccndency, and all kmdred values, in Shelley’s 
poetry, as negative of hfe itself 

24 Neveitheless, just because Shelley knows, as no one else, 
value as immanent, his doubts, however fugitive, about an im- 
manental interpretation of it are worth meditation 

I must here state, as briefly and as clearly as possible, my own 
conviction on the subject I hold that the highest values them- 
selves entirely depend on the essentially new moment of 
thought’s activity, that, for instance, eternity, as a value, is but a 
character of the ever-origmatmg umty and has no separate exis- 
tence This on many grounds, which I recapitulate 

(1) Form-in-the-making (that is to say, novelty) is essential to 
value 

(2) No umversahty of principle can be understood, unless it is 
conceived as a vital, active, relation with form — as an over- 
coming of given forms and hmits, and, therefore, as novelty ^ 

All philosophy which misses this point, conceives of uni- 
versahty as the attribute of ngid laws And if it tries to spare a 
place for freedom, it does it hopelessly, while postulating a mix- 
ture of sheer necessity and fortmtousness — ^which has nothing to 
do with freedom, effort and value It gets entangled in a labynnth 
of errors, fails to grasp mental reality and hfe, and eventually 
confesses or professes hfe’s non-intelhgibihty 

(3) We may suppose that m any form of existence whatever, 
and m the lowest forms of hfe, value has no less intensity than, 
e g , m Shelley’s poems but whatever makes us wonder at value, 
as supreme and transcendent, seems to be largely dependent on 
history The very value of infimty, and umversahty, and absolute- 
ness, seems every day to be — and from immemorial ages to have 
been — enhanced and enriched through specifications and reconcilia- 
tions, through failures and atonements Earthly processes are not 
there to welcome a reahty which comes mtact, or only obscured 
and deformed, from other spheres they are essentially contri- 

^ See above, § 6 
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butive just m that which makes value most perplexing, or awe- 
inspirmg 

(4) A timeless reahty does not explam value Such reahty 
would be quite heterogeneous from it As for myself, I must 
confess, I cannot conceive a timeless reahty except as a reality 
which has no becoimng and is static 

(5) The argument that change, in order to be known, pre- 
supposes m the last analysis an absolute changeless element, is m 
my opmion of httle worth, and not deasive The synthesis of 
thought, in which successive moments are known as such, is 
immediately and in itself subjective time Moreover, the experi- 
ence of time (from an mtimate point of view) does not primarily 
depend on the perception or sense of change, but on its positive 
character ^ 

On the other hand it is hard to conceive this prmciple of umty 
and creativeness, of which I am speakmg, as contamed m novelty 
— suspended, as it were, on novelty, on the flight of the ever- 
onginating present It is difflcult to conceive the why of its con- 
stant characterization, of its perenmal identity, if this identity is 
not postulated as a changeless self-existing entity Besides, the 
problem of the first beginnmg of an ever-origmal spintual or 
mental prmciple, that is to say, the problem of the first beginmng 
of subjectivity, once it is not denved from matter, is most per- 
plexmg to conceive matter as existent from endless time is 
easier, or to conceive as such the Unknowable, or to drop time 
altogether as a created category, not belonging to the essential 
nature of God 

The problem is vast and mtricate Also the effort to explam 
value through second causes had to be made All the last century 
hopefully devoted its mgenmties to this task, yet with meagre 
result ■» 

But he only, who has laid bare the nature of the creative 
essence, of the ‘intense atom’, who has known and loved this 
bur nin g element to such a degree of mtensity and depth as Shelley 
did, IS entitled to doubt whether it is sufiiaent to explam itself 
And let us also pomt out that it is then that the subjective founda- 
tion of the rehgious problem is at last brought mto sight. The 
^ C£ II concetto Ml'indeterminazione, §§ 3a, 33 
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problem of rebgion, from an. mtrospective and critical pomt of 
view, arises only when the claims of an original immanent prin- 
ciple, espeaaUy with reference to value, have been recogmzed 
Shelley vindicates creative Form, and its imphed concepts, in 
Its original, ever-new value Therefore his dissatisfaction, which 
now and then appears, with creative Form itself— and with hfe 
and thought — obliges us to ask ourselves if the Infimte be not 
something more than an aspect of freedom — something more 
than the original, and pnmal, and eternal character of the forma- 
tive prmaple itself 

/ 25 Shelley conceives hfe’s radical aspects, which perpetually 
/disclose Its creative essence, as real He conceives them as imply- 
' mg, directly or indirectly, all the problems of spirit and nature 
And nobody is m closer contact with those aspects or this 
essence No wonder, then, if he considers himself— and the Poet 
m general — as a researcher, and poetry, as highly contributive to 
knowledge He expresses his conviction frequently (cf , eg, 
Alastor, 22, 37), and, m more general terms, his view is imphed 
when he calls science and poetry ‘sisters’ (‘And Saence, and her 
sister Poesy, ’, The Revolt of Islam, 2255) 

To maintain that his conviction depends on his incompetence 
concernmg the meamng and methods of knowledge, or on a 
kind of self-delusion, would be absurd ^ 


'^26 Ode to the West Wmd (1819) It is not only through obvious 
material associations that the poem almost begins with the image 
of scattered autumnal leaves, 

Yellow, and black, and pale, and hectic red, 
Pestdence-stricken multitudes 

Ode to the West Wind, 4 

The colours of the spring seem to be essentially co nn ected with 
the moment of birth, of the first coming into being, as we may 
mwardly imagme it — revealmg tenderness and grace, and, m 
each gem and bud, absolute faith, and newness, and innocence 
1 See on this subject, Chapter DC, §§ 15, 16 
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But the beauty of autumn seems to be scarcely related to the 
processes by which it is determined or conditioned There is 
somethmg almost uncanny in it, something non-human and 
even heterogeneous from hfe Hence, as it seems, through a 
spontaneous, deep kinship of concepts, the image anticipates m 
some way the ode, and fits m with its grandeur 

Thou on whose stream, mid the steep sky’s commotion 
Loose clouds like earth’s decaying leaves are shed. 

Id, 15 

Self-surrender, through which everything is lost, and renewed, 
and identified with that power (the ‘wind’) is here the essential 
moment expressed We begin to be aware that the ‘Wmd’ is 
spirit Itself — or a medium to its expression 

Thou who didst waken from his summer dreams 
The blue Mediterranean, where he lay. 

Lulled by the coil of his crystkllme streams. 

Id, 29 

Is the Mediterranean here depicted, or is it rather a means to 
express thought’s elemental quahties^ For that by which we are 
here allured and enlightened is thought’s very transparency, re- 
discovered in and through the ‘object’, and the element of form, 
however hght it may be (cf the ‘cod’ of the sea’s ‘crystaUine 
streams’) which is essential to the reahty of thought itself and 
shares in that transparency It may be objected that Shelley was 
unaware that thought’s reahty had anything to do with the ‘cod’ 
and the ‘crystalhne streams’ of the sea I maintam that conscious- 
ness of this is not entirely lacking either m the poet, or m the 
reader . In so far as Shelley is concerned, the foUowmg 
passage, not belonging to the same poem, would seem to support 
my contentyin The relation between the crystadme sea and 
thought is here more apparent, and intentional 

But Greece and her foundations arc 
Budt below the tide of war. 

Based on the crystaUine sea 
Of thought and its etermty, 

Hellas, 696 
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The above question reflects a problem which is always an open 
one in all arts — except in music and (in certain respects) m archi- 
tecture This IS the problem, or rather the riddle of the repre- 
sented ‘object’ — ^which in itself, on the one hand, appears to be 
but a pretext, or an occasion, or a fecund medium, and yet, on 
the other hand, must be aimed at and loved in and for itself, 
otherwise thought’s very power and all grace is forfeited 

If I were a dead leaf thou mightest bear, 

If I were a swift cloud to fly with thee, 

A wave to pant beneath thy power, and share 

The impulse of thy strength, only less free 
Than thou, O uncontrollable ^ If even 
I were as in my boyhood, and could be 

The comrade of thy wanderings over Heaven, 

Ode to the West Wind, 43 

Obviously, the persomfication of the West Wind would be 
impossible — or extremely fictitious and disturbing — were not the 
‘object’ (the ‘West Wmd’) meiged in the spiritual reality it 
embodies I would hmit myself to pointing out here only one 
aspect of this reality, as expressed in the passage above quoted — 
that of dauntlessness (to use one of Shelley’s words) 

Self-obhvion, self-surrender, pity and tenderness, and all forms 
of one’s identification with the active principle in its intrinsic or 
eternal nature, may seem in Shelley’s poetry to efface, in some 
respects, individuahty He, in his own words, is ‘of hearts the 
weakest’ 

When a voice said ‘O thou of hearts the weakest, 

Epipsychidion, 232 

r 

What IS there in Shelley that compensates or counteracts this (if 
spirit’s harmony and reahty must be restored)? It is not pride It 
IS not the will in the narrower sense of the woid It is not control 
over thought I think that m this connection (in Shelley’s 
poetry) the outstanding and characteristic factors are dauntless- 
ness and disdain As for disdain, let us quote (as demonstratmg a 
particular shade of it) the foUowmg passage 
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There is the wisdom of a stem content 
When Poverty can bhght the just and good, 

When Infamy dares mock the innocent, 

And cherished friends turn with the multitude 
To trample this was ours, and we unshaken stood' 

The Revolt of Islam, 68 

‘The dauntless and the good’ (cf The Daemon of the World, 
314) seems to resume, and may be taken as symbohzing, the 
twofold aspect of value Compare the following fragments 


From hate and awe thy heart is free. 

Ardent and pure as day thou burnest. 

The Daemon of the World, 91 

For none than he a purer heart could have, 

Or that loved good more for itself alone. 

Of nought m heaven or earth was he the slave 

Prince Athanase, 16 

Cf also The Revolt of Islam, 710, 951, Prometheus Unbound, IV, 
572-3 The West Wmd is ‘uncontrollable’, ‘wild’, ‘fierce’ In 
another passage of the Ode, a few hnes further on, the concept- 
value I am referrmg to is even more distinctly expressed 

A heavy weight of hours has chained and bowed 
One too like thee tameless, and swift, and proud 

Ode to the West Wind, 55 

Shelley exphcitly calls the West Wind ‘Spirit’, a ‘wild Spirit’, 
which IS ‘moving everywhere’ (1 13) Cf also 11 61-2 
(quoted in the following passage) But this does not, or might 
not, mean v<ery much, and ‘spirit’ and ‘wmd’ are terms which 
possess an old common history What matters is that the actual 
and yet self-transcending cause of hfe is real, and felt, and known, 
in the image of the Wind The ‘Ode to the WestWmd’ sounds 
now as an invocation, now as a piayer — and this, agam, would 
appear awkward, or fictitious, if that reality were not actually 
present 

Here are the last hnes of the Ode 
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Be thou, Spirit fierce, 

My spirit^ Be thou me, impetuous one^ 

Drive my dead thoughts over the umverse 
Like withered leaves to quicken a new birth ^ 

And, by the incantation of this verse, 

Scatter, as from an unextinguished hearth 
Ashes and sparks, my words among mankind^ 

Be through my lips to unawakened earth 

The trumpet of a prophecy^ O, Wind, 

If Winter comes, can Spring be far behind^ 

Id, 6 i 

May I draw attention to two concepts especially, which are 
most contributive to the meaning and poetical power of this 
passage 

A value of umversahty (which indeed inspires all Shelley’s 
poetry) is here expressed, that finds in the image of the Wind a 
particularly apt means of expiession This image may convey a 
sense of self-transcendency and universality in many ways, but 
I would confine myself to emphasizing the following Dissatis- 
faction with anything particularly local, and national, and 
human, a sense of homelessness, the wish for an endless wander- 
ing, these feelings may be suggested by the image of the Wind 
We may understand that Shelley found in the West Wind a fit 
medium of expression, which his very soul was seeking for Let 
us refer to other poems He likes to speak of ‘homeless streams* 
(Alastor, 566), of that which ‘cannot make abode’ [The Revolt 
of Islam, 4759)? of man ‘unclassed, tribeless, and nationless’ (Pro- 
meiheus Unbound, III, iv, 195) ‘The Aziola’, also, I could hardly 
refrain from quoting in this connection — where he humorously 
says 

How elate 

I felt to know that it was nothing human. 

No mockery of myself to fear or hate 

The Aziola, 7 

Yet his heart is with mankind, and in the righteousness of his 
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deepest claims, and above all in the original reality with which 
he IS now in close contact, in the felt etermty, and umversahty, 
of a prmciple of inviolate freedom, he knows, he seeks, a power 
of prophecy The actual cause itself is, in fact, embodied in the 
“Wind’, ‘uncontrollable’, ‘awaking’, transparent and (in a sense) 
unattainable, simple, inviolable and most powerful The actual 
cause IS, on the other hand, immediately and essentially forging 
the temporal direction and, let us say, forward looking, stretch- 
ing into the future, moreovci, it is ‘the key of truths’, and 
primal, i e , self-characterizing ad infinitum Hence, I think, the 
immediate feehng of a ‘prophetic’ character in it (see § 8) 

With reference to the last hne of the passage quoted, cf § 9 
(last paragraph but one) 

a Skylark (1820) 

Hail to thee, blithe Spint ' 

Bird thou never wert. 

That from Heaven, or near it, 

Pourest thy fuU heart 
In profuse strains of unpremeditated art 

To a Skylark, i 

‘Unpremeditated’, as here the word is used, not only conveys the 
feehng and the meamng of the creative and deeply new moment, 
self-imposmg, intrinsically characterized (cf Chapter II, § 2), it 
also expresses in a distinctly high degree a temporal direction, a 
joyous and glorious opemng of the gates of the future, and, 
again, it emphasizes the holocaust of the self (cf ‘Pourest thy full 
heart ’) m the essentially new act, and it seems to show that the 
latter’s rich and wide content (cf ‘In profuse strains ’) depends 
just on this newness 

Higher still and higher 

From the earth thou sprmgest 
Like a cloud of fire. 

The blue deep thou wingest, 

And singin g still dost soar, and soanng ever smgest 

Id, 6 

Indeed, height, and hght, and song, and the glory of thought m 
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the visioned infinity of its bnght original power, are here one 
identical reahty (cf Chapter I, § i, last paragraph) yet each word 
carries its own problem, which is felt as a distinct reahty and, in 
some sense, a distinct mystery Why is height a radical, essential 
value of mental reahty? Why does the feehng of height exist at 
all? We may try to explain height pragmatically, with reference 
to aeons of expenenccs of power and freedom, but these, so far 
as we can conceive, would presuppose such value, or such urge, 
and the attempt would be but to explain away the problem 
‘Height’ IS the last name — the last standard — for our moral 
judgement, and for the poet’s inspiration In the mamfold aspect 
of origmal causahty, height is a non-deducible element It points 
to a primal urge for intellectual hfe It seems a cause in history 
and evolution, and not only the outcome of it It constitutes a 
burning problem, hence, in part, the actuahty and power of the 
poem 

In the golden hghtmng 
Of the sunken sun. 

O’er which clouds are bnght’mng. 

Thou dost float and run. 

Like an unbodied joy whose race is just begun 

Id, II 

In the last hne of the stanza, the first and most intense initial 
moment — ^in the essentially ever-imtial activity — ^is pointed out 
as the most significant (cf above, §§ 6 and 22) 

The pale purple even 
Melts around thy flight. 

Like a star of Heaven 
In the broad daylight 

Thou art unseen, but yet I hear thy shrill delight. 

Id , 16 

‘Unseen’ cf further on, w 46 ff , and above, § 3 

All the earth and air 
With thy voice is loud. 

As, when night is bare. 

From one lonely cloud 
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The moon rains out her beams, and Heaven is over- 
flowed 

Id, 26 

Fullness of form and mfimtude are here expressed in all their 
power and mdistmguishably blended, form is here as wide as 
mfimtude, and infinitude itself is form (see above, § 8, last 
paragraph) 

What thou art we know not. 

What IS most like thee? 

From rambow clouds there flow not 
Drops so bright to see 

As from thy presence showers a ram of melody 

Like a Poet hidden 
In the light of thought. 

Singing hymns unbidden. 

Till the world is wrought 
To sympathy -with hopes and fears it heeded not 

Id, 31 

The concept expressed in the second of the two stanzas last 
quoted consists in two parts (i) Creative thought overshadows 
the separate self The poet is absorbed by it, he is identified with 
It His past, his orgamsm, his very hfe are but a medium — a fertile 
medium for an ever-new, exactmg actuahty (2) The Word — the 
actual cause — carries within itself a seed of truths, an harmomous 
nchness, which cannot be entirely absent, wherever a begmnmg 
of consciousness is found, and which can be awakened, or — ^if 
means of expression and other conditions are not wildly different 
— it seems impossible that it should not be awakened Ongmal 
causahty is h/^e powerfully felt and asserted m its self-transcend- 
ing character (cf ‘a Poet hidden’) and m its essential novelty (cf 
‘hymns unbidden’), but above all, ownng, as I maintain, to its 
deep intrinsic character, a umversal and almost prophetic quahty 
in It IS reahzed It is perhaps from the consciousness of poetic 
reahty, as expressed m this stanza, that Shelley drew first his m- 
spiration for the whole poem (cf w 101-5, quoted further on, 
withU 39-40 m this stanza) 
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Like a glow-worm golden 
In a dell of dew, 

Scattering unbeholden 
Its aereal hue 

Among the flowers and grass, which sciccn it from 
the view ^ 


Like a rose embowered 
In Its own green leaves, 

By warm winds deflowered. 

Till the scent it gives 

Makes faint with too much sweet those heavy- 
winged thieves 


Id, 46 


Shelley seems to search here — ^yet as one who only looks after 
beauty^ — for a high and still higher degree of indeterminacy 
This is a positive value, a value in itself It is elicited, enhanced, 
by every word and image Invisibility, secrctncss and intimacy, 
which we here find expressed, are in fact essential aspects of in- 
determinacy — and of creative novelty 


Sound of vernal showers 
On the twinkhng grass. 
Rain-awakened flowers. 

All that ever was 

Joyous, and clear, and fresh, thy music doth 
surpass 


Id, 56 


With reference to these lines and to the concept of novelty, cf 
§§ 6 and 22 It may be also emphasized that, especially, the words 
^Joyous, and clear, and fresh as used here, reflect and witness 
a deep ontological reahty, and depth of thought, but that they 
are lost, precisely in their poetical value, for anyone who, 
through pseudo-scientific preconceptions, makes himself deaf to 
any sense of the creative element in which they have their force 
and sigmficance 
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Chorus Hymeneal, 

Or triumphal chant, 

Matched with thine would be all 
But an empty vaunt, 

A thing wherein we feel there is some hidden want 

What objects are the fountains 
Of thy happy stram? 

What fields, or waves, or mountains? 

What shapes of sky or plain? 

What love of thine own kind? what ignorance 
of pain? 

With thy clear keen joyance 
Languor cannot be 

Shadow of annoyance 
Never came near thee 

Thou lovest — ^but ne’er knew love’s sad satiety 

Wakmg or asleep. 

Thou of death must deem 

Things more true and deep 
Than we mortals dream, 

Or how could thy notes flow in such a crystal 
stream? 

Id, 66 

Is the creative element to such a degree identified with the song’s 
perpetual novelty — with the summit of the hvmg present — ^that 
no shade of the past ever touches it? Or is it so deeply and power- 
fully identified with the intrinsic and eternal character of its very 
principle and^ssence, that this character becomes the only existing 
reahty, and individual death is made insignificant? Or, again, are 
there transcendental explanations of that joy, which are entirely 
unknown to us? Shelley says that 

Our sweetest songs are those that tell of saddest 
thought. 
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Indeed sorrow calls for pity and for love or, more in general, for 
the vindication, and present reahty, of the spirit — through its 
denial But the ‘Bird’ does not need this It does not feel this, and 
yet Its song attains greater height than ours Obhviousness and 
Ignorance are but negative values, and yet the bird’s song soars 
higher than anything of ours It must not be really obhvion, or 
Ignorance, which sustains it, but truth Shelley’s question is not 
lie, because the ‘key of truths’ (cf § 4) hcs there — ^in tlie song 
The critenon of truth hes in the height, in that supreme reahty 
which Shelley sees and hears and which inspires him in these 
hues He does not believe that it can deceive us And this con- 
viction of his can probably be taken as the test of his identifica- 
tion with the spirit and of the intensity of his inspiration 

However this may be, a more definite truth becomes now 
apparent That ‘keen joyance’ is the unconquerable formative 
power (the actual cause), the quintessence of it And, could we 
only learn ‘half’ of that ‘gladness’, the truth for which we stand 
on this earth would be so powerfully recreated and inteipretcd 
m and through it, that all men’s unwiUingness to hear should be 
conquered 

Teach me half the gladness 
That thy brain must know. 

Such harmomous madness 
From my hps would flow 

The world should hsten then — as I am hstemng now 

Id , loi 

28 Epipsychidion (1821) I have drawn from the ‘Epipsychi- 
dion’ many of the passages quoted m the preceding pages Here 
I shall select only a few, which refer especially to woman — as the 
object, so to say, in which spirit now is discoverec^jy Shelley or 
revealed to him Yet I leave aside the most relevant aspect of his 
discovery, namely, that profound Oneness with the beloved 
bemg — ^implying anmhilation and renewal — ^to which already 
attention has been called (see above, §1) 

Seraph of Heaven' too gentle to be human, 

Veihn beneath that radiant form of Woman 
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All that IS insupportable in thee 
of hght, and love, and immortahty' 

Eptpsychidion, ai- 

The image is again suggested and constituted by the essential 
interplay between form and, on the other hand, the very prm- 
aple of form — ^in its original, umversal and eternal character 
(distinctly signified by ‘hght’, ‘love’, and ‘immortahty’) Form 
(cf ‘that radiant form of Woman’) is echpsed, but to such a 
degree of intensity, that we may doubt whether or not this tran- 
sitory form represents the full reahty of the principle itself The 
image may remind us of that one in which Shelley says that hfe 
‘stains’ (not as here ‘veds’) the ‘white radiance of Etermty’ (see 
§ 23) But here the ‘white radiance of Etermty’ is not supposed 
to he outside the beloved being itself These concepts make up 
the warp and woof of Shelley’s imagery — and, mdeed, neither a 
transcendent nor an immanent view need be imphed' This, how- 
ever, does not mean that they have here no ontological signifi- 
cance Here as elsewhere, in fact, they are most significant and 
revealing, m so far as thought’s — and hfe’s — ^irreplaceable and 
immitable tissue is concerned 

Sweet Benediction in the eternal Curse' 

Id, 25 

Cf above, § 23, and the passage there quoted, Adonais, 480 

Thou Wonder, and thou Beauty, and thou Terror' 

Id, 29 

He attempts to find images most like his beloved, and it is 
worth while notiang that they are the more powerful (as I 
would think) Ae more directly they ehcit essential aspects of the 
original reahty we are considering 

A Sohtude, a Refuge, a Dehght 

Id, 64. 

A cradle of young thoughts of wingless pleasure 

Id, 6% 
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A Metaphor of Spring and Youth and Morning 

Id , 120 

Cf §§ 12 and 22 

Her Spirit was the harmony of truth 

Id, 21(5 

Cf §4 

the brightness 

Of her dmnest presence trembles through 
Her limbs, as underneath a cloud of dew 
Amid the splendour-winged stars, the Moon 
Burns, inextingmshably beautiful 

Id , 77, 8i 

Cf §§ 3 and 8 (last paragraph) 

As happens to many a man, from his first youth Shelley longs 
for an ideal and fully incarnate Form, in whom to find consent, 
his highest standard of values confiimcd and the best of his soul 
made real and tangible, m whom to know, above all, that awful 
Simphcity, which cannot be known except in its self-revealing 
actuahty, love, comparable only — in its infinitude — ^to Death 

There was a Being whom my spirit oft 
Met on Its visioned wanderings, far aloft. 

In the clear golden prime of my youth’s dawn. 

Id , 190 

The active principle, in love’s passion as in art, is omnipresent, 
this original power calls from everywhere, lies in every object 


In solitudes 

Her voice came to me through the whispering woods, 
And from the singing of the summer-birds. 

And from all sounds, all silence 

P, 200, 208 

Eventually, 


She met me, Str'^ngcr, upon hfe’s rough way. 

Id, 72 

And called my Spirit, and the dreaming clay 
Wa'' liFcd I V f”* irg d dreamed b^low 
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and in her beauty’s glow 
I stood, and felt the dawn of my long mght 
Was penetrating me with hvmg hght 

Id, 340 

To Jane, The Recollection (1822) Inviolable quietness, 
presence infimte, silence, are suggested in the foUowmg hnes and 
actually expressed, not only, but most especially, through the 
absence of wind and tempest, which are represented in their 
possibility — an allusion being made to their secret ‘nest’ and 
‘home’ The ‘hour’ — a most indeterminate noun — ‘from beyond 
the sky’ conveys the sense of an even wider and purer presence 

We wandered to the Pme Forest 
That skirts the Ocean’s foam. 

The hghtest wind was m its nest. 

The tempest m its home 
The whispering waves were half asleep, 

The clouds were gone to play. 

And on the bosom of the deep 
The smile of Heaven lay. 

It seemed as if the hour were one 
Sent from beyond the skies. 

Which scattered from above the sun 
A hght of Paradise 

To Jane, The Recollection, 9 

The ‘inviolable qmetness’ (cf 1 37) is agam expressed by the 
image which immediately follows in the poem The ‘pmes’ are 
powerfully sculptured while being compared with ‘serpents m- 
terlaced’ ‘Storms’ and ‘serpents’ suggest movement The idea of 
It IS not entir^y absent and makes the immobihty of the trees, 
our thought of it, actively and perpetually real 

We paused amid the pmes that stood 
The giants of the waste. 

Tortured by storms to shapes as rude 
As serpents interlaced. 


N 
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Now all the tree-tops lay asleep. 

Like green waves on the sea, 

As still as in the silent deep 
The ocean woods may be 

Id, 29 

There seemed from the remotest seat 
Of the white mountain waste, 

To the soft flower beneath our feet, 

A magic circle traced, — 

A spirit mterfused around, 

A thriUmg, silent hfe. 

To momentary peace it bound 
Our mortal nature’s strife. 

Id, 41 

‘A thrilhng, silent hfe’ m the first draft Shelley had written ‘A 
thinkmg, silent hfe’ This may indicate how distmctly Shelley 
understood and felt as areahty of thought, or sharing in thought’s 
nature, the present value of eternity which is expressed in the 
poem (He replaced the word ‘thinking’ perhaps only because 
the expression ‘thinking life’ would sound rather crude — as 
It is presented ) 

We paused beside the pools that he 
Under the forest bough, — 

Each seemed as ’twere a httle sky 
Gulfed m a world below, 

A firmament of purple hght 
Which in the dark earth lay. 

More boundless than the depth of mght. 

And purer than the day — 

In which the lovely forests grew, 

As in the upper air. 

More perfect both m shape and hue 
Than any spreading there 
• ••••• • 

Sweet views which m our world above 
Can never well be seen, 
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Were imaged by the water’s love 
Of that fair forest green 
And all was interfused beneath 
With an Elysian glow, 

An atmosphere without a breath, 

A softer day below. 

Like one beloved the scene had lent 
To the dark water’s breast. 

Its every leaf and hneament 

With more than truth expressed. 

Id , 53. 69 

The image of ‘pools’ mirronng the landscape occurs repeatedly 
m Shelley’s poetry, whde here it finds its fullest, perfect expres- 
sion The foUowmg passages are of speaal interest both with 
reference to this image and to the whole poem 

a well, 

Dark, gleanung, and of most translucent wave. 

Images all the woven boughs above, 

Alastor, 457 
the moveless wave 

Whose calm reflects all moving things that are. 

The Revolt of Islam, 3 104 

And many a fountain, nvulet, and pond. 

As clear as elemental diamond. 

Or serene mornmg air, 

Epipsychidwn, 436 

Qmvenng within the wave’s mtenser day, 

'' Ode to the West Wind, 34 

Indeed these pools reflecting the landscape seem to be an image 
of thought’s very reahty, in its radical aspects There is unity m 
them, to a remarkable degree, more perceptibly than m the land- 
scape directly seen There is depth m them — unfathomable (cf 
‘More boundless than the depth of mght’) There is purity (cf 
‘purer than the day’) Tbs purity reflects both creative novelty — 
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the uncorrupted, simple, non-composite character of thought in 
Its hve originahty — and, on the other hand, the soul’s primary 
quest, self-transcendmg, never concluded In Shelley’s images the 
mtensity of the serene seems to get its quahty from all his power 
of joy and, on the other hand, the keen and deep, fundamental 
dissatisfaction of a distinctly ethcal nature, burdened with un- 
solved problems and with sorrow, seeking for atonement Com- 
pare the hnes 

Pinnacled dim m the intense inane 

Prometheus Unbound, III, iv, 204 

Or fragments of the day’s intense serene, 

Epipsychtdwn, 506 

Cf also Rosalind and Helen, 957 In no other poet, I think, except 
m Leopardi, does the ‘serene’ attain this intenseness of meaning 
and IS to such a degree a reahty 

Let us come back to the image of the pools that lie ‘under the 
forest bough’ Thcic is m them, again, perspicuity and distmct- 
ness of form — reflecting an mtrinsic or eternal modality of 
thought, and not only belonging to the objects qua objects There 
IS in the pool’s transparency, in the fact that the water is there, 
but IS not seen as such — ^rather is converted in the image of the 
landscape, made invisible in it, yet dehcatcly bears the image it- 
self — a likeness of love (cf ‘Were imaged by the water’s love’, 
and 11 76-8, cf above, § 2, ad fin ) There is represented the 
distinct acquisition of a deeper truth (cf ‘With more than truth 
expressed’) This is a fundamental character of artistic activity 
For things become truer, more real, they acquire a new and differ- 
ent reahty, when they are, in a non-subordinate way, trans- 
formed into intrinsic values and modes of thought And here, in 
fact, there is a clearness, which is not that of th^^objects, but is 
more convmcmg and powerful, more real as a quahty Above 
ah, not timelessness, but a time not measured by change, or not 
primarily constituted by change, seems to be suggested Thought’s 
perpetual identity through its mamfold forms seems to be almost 
perceptible in the stainless mirror, no less, or even more, than m 
the silence and inviolable quietness of the forest 
Thus Shelley attained in four most memorable instances the 
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closest and. happiest contact with spirit or, more exactly, was 
absorbed in it, identified with it, knowing it We may say that m 
the ‘Ode to the West Wind’ spirit is discovered and expressed, 
above all, as freedom, in the poem ‘To a Skylark’, as perpetual 
novelty, in the ‘Epipsychidion’, as Oneness, and in the quietness of 
the forest near Pisa, as ‘self-enshrined’ eternity 

30 It must now, if ever, appear quite obvious, I hope, how 
absurdly inadequate those pseudo-theoretical constructions are, 
which, in order to judge about poetry and art, recur to concepts 
in which all philosophical study of thought’s original nature is 
Ignored — ^to concepts, for instance, hke that of an economy of 
energy, let us say, in rhythmical rowing, or that of art as a lem- 
tive Art can be critically valued only with refeience to the 
deepest nature of thought The worst conditions for artistic and 
literary criticism, and for art itself, are met when the umty of 
values, which is spirit, is contemptuously disregarded — any 
reality being uncritically denied to it And then the fashions of a 
self-conceited jargon-poetry, and the very enemies of poetry, 
disguised as poets, are apt to prevail 

A cloud of philosophical barbarism, false depth, a kind of 
systematic, highly elaborated exteriority, have marred, for many 
years, literary hfe through all the world And the remarkable 
fact can be (with little fear of mistake) asserted, that, among 
Enghsh-speakmg people, even this poet, one of the very few 
supreme ever known, is half forgotten And it is not only as 
regards Shelley that England is unwittingly throwing away her 
great inheritance This is most regrettable And, moreover, if 
intellectual leadership is needed for pohtical leadership, would 
not this be the direct way to renounce both of them^ 

It IS only thorough the philosophical study of thought’s deep 
nature, that the lovers of poetry, since the age of innocence has 
been lost, can withstand the influence of deadly fashions and 
doctrines. 
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JOHN KEATS 

1795-1821 


THE POETICAL WORKS OF JOHN KEATS Oxford University Press 
(‘The World’s Classics’) Reprinted, 1937 


1 Keats describes straight away the moment of novelty as out- 
standingly representative of hfe and life’s value 

Life IS the rose’s hope while yet unblown, 

The reading of an ever-changing tale, 

The hght uphftmg of a maiden’s veil, 

steep and Poetry, 90 

The anaent and ever fresh, mexhaustible meamng of the very 
concept of being born anew is agam emphasized in the following 
hnes, where the god Pan is addressed 

Be still the ummagmable lodge 
For sohtary thinkings, such as dodge 
Conception to the very bourne of heaven, 

Then leave the naked brain be still the leaven. 

That spreading m this dull and clodded earth 
Gives It a touch ethereal — a new birth* 

Endymion, I, 293 

And m the spot of serene sky, visible through the dense forest 
trees, he does not see above all, as others do, infimty, but novelty 
(cf ‘freshness’) — an active, fervent quahty 

. who could tell 

The freshness of the space of heaven above, 

Edg’d round with dark tree tops^ 


Id, 1,84. 
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(‘Novelty’ must be understood as laying stress on an mtimate 
value of non-predeternunedness and potency, rather than on 
change ‘Change’ generally pomts to things and events as re- 
garded from an external pomt of view, m their objective 
multiphaty Cf Chapter Vin, §§ 6, 24 ) 

3 Moonhght and the moonht landscape do not express m 
Keats’s images, pre-eminently (as m other poets’ images) infinity, 
enhanced, not hampered, by forms, or melancholy appeased by 
hght’s non-obtrusive presence but a virgin splendour m the very 
womb of etermty The temporal element, imphed in creativity 
and novelty, is especially ahve The following hues evoke many 
remote kinships of values and aspects, which essenually belong 
(as I maintain) to one and the same origmal principle But I wish 
here to point out especially the expressions ‘bright essence’ and 
‘wakeful rest’, in which once agam the infimte and highly m- 
determinate (cf ‘essence’, ‘rest’) is charactenstically blended 
with the active and ever-new (cf ‘bnght’, ‘wakeful’) 

And as I grew in years, still didst thou blend 
With all my ardours thou wast the deep glen. 

Thou wast the mountam-top — ^the sage’s pen — 

The poet’s harp — ^the voice of friends — ^the sun, 

Thou wast the river — ^thou wast glory won. 

Thou wast my clanon’s blast — ^thou wast my steed — 

My goblet full of wine — my topmost deed — 

Thou wast the charm of women, lovely Moon' 

O what a wild and harmomzed tune 
My spirit struck from all the beautiful' 

On some bright essence could I lean, and lull 
Myselfj'o immortahty I prest 
Nature’s soft piUow m a wakeful rest 

Id., in, 162 

Compare also the expressions ‘thine argent luxuries’ {Id , HI, 
186), ‘a gleaming melancholy’ {Id, II, 323), ‘One famt eternal 
eventide of gems’ {Id , H, 225) This bnghtness, let us point out, 
owes Its aesthetic — and ontological — rvalue to the fact that it is 
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neither that of tinsel, nor that of the moon, but that of the 
‘essence’ 

This identity of supreme activity and supreme indeterminacy is 
found again in the following passages 

And, truly, I would rather be struck dumb, 

Than speak against this ardent listlessness 

Id , I, 824 

The calmest thoughts come round us, as of leaves 
Budding — fruit ripening m stillness — Autumn suns 

Smihng at eve upon the quiet sheaves 

‘After dark vapors ’, 9 

Cf also Endymion, I, 107, II, 112 

Accordingly, the Moon’s chastity cannot be passivity, or cold, 
hard, exclusive pride, or absolute passionlessness 

Though the playful rout 
Of Cupids shun thee, too divine art thou. 

Too keen in beauty, for thy silver prow 
Not to have dipp’d in love’s most gentle stream 

Endymion, II, 179 

3 Etermty’s intimate, original value is found in the acme and 
pitch of creativity It lies on the top of novelty Eternity and 
novelty are, m Keats’s images, indivisible aspects of one reality 
This is the dominant motive-value in the ‘Ode on the Grecian 
Urn’ (cf below, § 15) 

Keats IS always watchful of the temporal element in value, of 
the fleeting, revealing moment, and of time’s perpetual flowing ^ 
Events, in then joyous novelty, evoke a feeling of the perpetuity 
of the hke events, and a value of deep intrinsic necessity — or 
eternity — underlying this perpetuity ^ 

and the mass 

Of nature’s hves and wonders puls’d tenfold. 

To feel this sun-nse and its glories old 

Id , 1 , 104 

Ode to a Nightingale, VII (quoted below, 14), *I stood tip-toe upon a little 
hiU\ 234-8, To my Brothers, 7, Endymion, 11, 135, 10 , 126, Hyperion, 0 , AjtCk 
dark vapors have oppressed our plains', 13 ’ 
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4 Absolute immanence of value is Keats’s supreme aspiration 
This IS dismterestedness It is true glory, supersedmg all ambi- 
tions This IS to find in the fleetmg present an original value, 
which overcomes all thought of personahty and of factual 
death 


when I have fears that I may cease to be 
Before my pen has glean’d my teeming brain. 

When I hehold, upon the mght’s start’d face. 

Huge cloudy symbols of a high romance. 

And think that I may never hve to trace 
Their shadows, with the magic hand of chance, 

then on the shore 

Of the wide world I stand alone, and think 
TiU love and fame to nothingness do sink 

‘When I have fears ’, i, 5, 12 

‘Love’ sinks ‘into nothingness’, but a purer love has arisen, a 
higher identification with tlie eternal, though — or rather, just 
because — transitory and without reward Immanence of value is 
real value, is ultimately the most genume value, it answers our 
need for truth As Shakespeare, in his Sonnet XXIX, sees the 
present glory of disinterested love, while eager ambitions and aU 
deceptions and nusery are thrown into nothing, even more 
essentially does Keats reach the very ongin and substance of 
glory, in his sohtary thought renouncmg all, except pure, naked 
value, unquahfied, or quahfied only by its infimty and present- 
ness 

Comparejihe following hnes 

Oh' what a power hath white Simphaty' 

What mighty power has this gentle story' 

I that for ever feel athirst for glory 
Could at this moment be content to he 
Meekly upon the grass 

‘ This pleasant tale . ’,9 
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Many more passages could, be quoted referring to the same con- 
cept-value urgent in Keats’s poetry ^ 

5 Keats’s Muse keenly seeks indeterminacy — quahty bereft of 
quahty itself, and yet not entirely, but, in this way, becoming in 
a higher degree inclusive, infimte, and both imponderable and 
powerful This may be illustrated by the following extracts 

A little noiseless noise among the leaves, 

Born of the very sigh that silence heaves 

T stood tip-toe ’,11 

Upon my ear a noisy nothing rings — 

O let me once more hear the hnnet’s note ^ 

Endymton, II, 321 

This IS an inward and vital, fundamental process the single noise 
IS lost in Its own inherent infinity 

In the lines now quoted we are already confronted, I think, 
though in forms of lesser content and significance, with essen- 
tially the same principle of wide communion with infinity and 
of glorious birth in and through a death-hke extinction, which 
belongs to the deepest nature of creative thought and is — as we 
have found, so far as we could see — an inspiring motive-value of 
umversal poetry (and not of the romantic especially’) This 
death-hke extinction, as I say, as a positive value, finds in Keats’s 
poetry so much the more a powerful expression, as it is closely 
related and ultimately one with other aspects of his inspiration 
cf especially above, §§ 3 and 4 See ‘Ode to a Nightingale’, 
Stanza VI (cf further on, § 14), and the following passages 


Yet would I on this very nudnight cease, ^ 

And the world’s gaudy ensigns see in shreds. 

Verse, Fame, and Beauty are intense indeed, 

But Death intenser^ — ^Death is Life’s high meed 
‘ Why did I laugh to-night^ No voice will teU\ 11 

^ Cf Dedication To Leigh Hunt^ Esq , 12, Sonnet XV, On the Grasshopper and 
Ticket, 6, Eniymion, III, 386, ^Mother of Hermes^ and still youthful Maya^\ 14, 
Crow Sonnets on Fame, I, i See § 5 
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that I may die a death 
Of luxury, and my young spirit follow 
The mormng sun-heams to the great Apollo 

Sleep and Poetry, 58. 


when the great deity, for earth too ripe. 

Let his divimty o’erflowing die 
In music, through the vales of Thessaly 

Endymton, 1 , 142 


Cf also Id , I, 812, IV, 79 


6 The actual cause is directly referred to Let us quote the 
followmg passages 

O known Unknown ’ from whom my bemg sips 
Such darhng essence, 

Id , n, 739 

It has a glory, and naught else can share it 
The thought thereof is awful, sweet, and holy, 


Coming sometimes 

like a gentle whispering 
Of all the secrets of some wond’rous thing 
That breathes about us m the vacant air. 

Sleep and Poetry, 24, 27, 29 

By all the echoes that about thee rmg. 

Hear us, O satyr kmg’ 

Dread opener of the mystenous doors 
Leading to umversal knowledge 

Endymton, I, 277, 288 

The ‘known Unknown’ happily reramds us of the origmal prm- 
aple (or the actual cause) in its nch imphcations, of the subtle 
kmships of truths inherent in it The second and the third passages 
quoted develop the same conception (The second one refers to 
poetry ) ‘Essence’ is a favourite word with Keats It is the word 
for hemg in its potency— m the truth of its mtnnsic characteriza- 
tions, felt as such 
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7 ‘Fellowship with essence’ is the highest good It is the great- 
est possible power It is ‘happiness’ also 

Wherein hes happiness’ In that which becks 
Our ready minds to fellowship divine, 

A fellowship with essence, 

Id, I, 777 

‘Essence’ vitally tends to transcend objective multiphcity, and 
Its own form itself, it is, m other words, in-objectwe — ‘airy’ 

He ne’er is ci own’d 
With immortahty, v'ho fears to follow 
Where airy voices lead 

fd, II, 2II 

It IS above all in poetry and, more generally, in beauty, that 
‘essence’ is attained, recogmzed 

A drainless shower 
Of hght IS poesy, ’tis the supreme of power. 

And still she governs with the mildest sway 

sleep and Poetry, 235, 240 

Keats addresses himself to ‘Sleep’, in which already a highly 
impersonal element, a vast mdeterminate presence (through the 
absence, not absolute, of hfe), and silence, and mortal quietness, 
are symbohzed, and, alluding to poetry, he says 

But what IS higher beyond thought than thee’ 

Fresher than berries of a mountain tree’ 

More strange, more beautiful, more smooth, more regal. 
Than wings of swans, than doves, than dim-seen eagle’ 
What IS It’ And to what shall I compare it’ 

Id, 19 

‘The genther-mightiest’ is Keats’s expression [Endymton, III, 
43) Compare also Hyperton, II, 228 He sees the two quahties as 
mivisible (cf above, § 2) Beauty is Might 

Moreover, 
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A thing of beauty is a joy for ever 

Endymton, I, i. 

We must mterpret this hue as laying stress on a value of etermty, 
rather than of everlastingness It is not our utditanan or con- 
servative urge which is meant to be satisfied Besides, there may 
be many other enjoyable things capable of being preserved by 
even more lasting conditions than a moment of attamed beauty 
necessarily is The idea is most certainly imphed, however, that 
‘a thing of beauty’ has power to withstand changes in the world’s 
conditions, in the passmg generations, because of its inward or 
mtrmsic truth ^ But it is above all m one sense, I think, that this 
fact of bemg *a joy for ever’ is a special attribute of ‘a thing of 
beauty’ This is our thirst for etermty quenched in the very act, 
because of the primal and, in a sense, eternal value of ‘a thmg of 
beauty’, because of the powerful actual infimty of its mtrmsic 
truth This supremely immanent value makes everlastingncss 
alm ost msignificant Keats does not oppose the two concepts — 
and rightly It would be artificial to sunder, in an absolute way, 
everlastingness from the feehng of the mtrmsic or eternal But 
that which is deepest m his heart, I suppose, is beauty’s high 
power of atonement, m which both past and future are, as far 
as possible, rescued and absolved Cf also Endymton, I, 6 ff 

8 While being identified with the ‘essence’, with its perenmal 
novelty — ^though this be ever intrinsically characterized, and the 
key of truths, and all-absorbmg— we are exposed to the risk of 
becoming detached from our more strictly personal and more 
keenly felt responsibihties, from our hfelong interests, from that 
which may be considered, m certam respects, as our real self The 
problem is a constant one m Keats’s mmd See below, § i6 Com- 
pare the following hnes 

and I 

Have no self-passion or identity 

Endymion, IV, 476 

I See below, §§ 15 ad fin , 16, 17 Cf Chapters^Vm, § 8, first paragraph, XV. 
§ 33, passage quoted from 'On the South Coast 
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I have left 

My strong identity, my real self, 

Hyperion, I, 113 

9 Melancholy and Joy (though generally they are characteris- 
tically and admirably reconciled in Keats’s poetry) arc plastically 
represented, and contrasted, in the following passage 

• • • • • • 

And as I sat, over the hght blue hills 

There came a noise of revellers 

Like to a moving vintage down they came, 

Crown’d with green leaves, and faces all on flame, 

All madly dancing through the pleasant valley, 

To scare thee. Melancholy* 

Endymton, IV, 193, 200 

‘Melancholy’ has this poetical rehef and clearness, above all, I 
think, because it is no composite element m a mosaic psyche It 
consists in a hopeless want of joy — ofform — most indeterminate, 
infimte, original, ultimate, which that ‘dancing’, however ‘mad’, 
cannot hope to appease, but only to remove (‘to scare’) 

Similarly, in the following passage, the very foundation of 
being, real at its face-value, seems to be elicited, or questioned 
‘Laugh’ and ‘darkness’ seem each to emerge as original, ultimate, 
ungrounded or self-grounded, and so much the more powerful 

Heart* Thou and I are here sad and alone, 

I say, why did I laugh^ O mortal pain* 

O Darkness * Darkness * ever must I moan. 

To question Heaven and Hell and Heart m vain 
Why did I laughs . 

‘ Why did I laugh tO'-night^ No voice mil teU\ 5 

10 The following fragment ajffords an example of spiritually 
concrete, though objectively not concrete concepts 

Happy IS England, sweet her artless daughters. 

Enough their simple loveliness for me, 
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Enough, their whitest arnis m silence clinging 
Yet do I often warmly burn to see 
Beauties of deeper glance, and hear their smgmg, 

‘Happy IS England 1 1 could be content’, 9 

In the second hne quoted there are no objective existents (except 
for the words ‘their’ and, perhaps, ‘for me’) In the third hne the 
‘whitest’, the ‘silence’, and the ‘chngmg’ are all highly mdeter- 
minate and subjectively, spiritually essential words, which take 
the ‘arms’ into a higher level than that of external objectivity and 
multiphcity 

II Contemplation of imponderable forms may strikingly re- 
veal certain aspects of the ‘essence’ (cf §§ 6, 7), but eventually it 
IS m Its fully materiahzed — ^in its physiologically matenahzed — 
expressions, that we know its full force No doubt, in real 
woman, Keats sees the reviving ‘essence’, that is to say, he 
becomes profoundly aware of it, while bemg inspired by her 

There is not such a treat among them all. 

Haunters of cavern, lake, and waterfall. 

As a real woman. 

Lamia, I, 330 

Woman' when I behold thee flippant, vain, 

Inconstant, childish, proud, and full of fancies. 
Without that modest softenmg that enhances 
The downcast eye, repentant of the pam 
That Its mild hght creates to heal agam 

E’en then, elate, my spirit leaps, and prances. 

E’en then my soul with exultation dances 
For that to love, so long. I’ve dormant lam 
Bus when I see thee meek, and kmd, and tender. 
Heavens' how desperately do I adore 
Thy winmng graces, 

‘ Woman < when I behold , i 

12 Keats IS not a formal aesthetician aloof from hfe’s tumult 
and tragedy His ‘essence’ is not abstract, one-sided, astray from 
the mtegrity of the spirit 
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He says of the poet 

’Tis the man who with a man 
Is an equal, 

The Poet, 3 


This means that the poet’s hfe is centred in deep human interests 
and not m conventionalities, that he does not know conven- 
tional barriers He is interested in the inward ‘essence’, individual 
and umversal at once, and differences of riches, of power, even 
of authority, are of no account to him 

While merged in qmet contemplation, Keats is goaded by, is 
unable to forget, the wide world’s tragedy Indeed self-obhtera- 
tion and humihty, and chanty itself, or some shade of it, he in 
the bosom of the highest beauty, in its very simphcity And 
Keats’s poetical expenence of the ‘essence’ fully agrees with this 
conception of the actual cause (as implying all values) 

’twas a quiet eve, 

The rocks were silent, the wide sea did weave 
An untumultuous fringe of silver foam 
Along the flat brown sand, I was at home 
And should have been most happy, — but I saw 
Too far into the sea, where every maw 
The greater on the less feeds evermore — 

But I saw too distinct into the core 
of an eternal fierce destruction. 

And so from happiness I far was gone 


Still do I that most fierce destruction see — 

The Shark at savage prey, — the Hawk at pounce, — 
The gentle Robin, hke a Pard or Ounce, 

Ravemng a worm, — Away, ye horrid moods ' 

Epistle to John Hamilton Reynolds, 89, 102 

Cf further on, § 17, the passage quoted from Endymion, I, 
789, 795, and ‘Give me your patience Sister ’, 6 


13 It is perhaps not withm the competence of poetical insight 
to stretch one’s awareness of the ‘essence’ to cosmological inter- 
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pretations Keats says that ‘hght’ ongmated firom ‘chaos’ and 
‘parental darkness’ {Hyperion, II, 191) ‘Parental darkness’ may 
be conceived as spiritual (mental) 

The foUowing passage, however, contams a qmte remarkable 
suggestion 

• • • « « 

Just so may love, although ’tis understood 
The mere comminghng of passionate breath. 

Produce more than our searching witnesseth 
What I know not but who, of men, can tell 
That flowers would bloom, or that green fruit would swell 
To meltmg pulp, that fish would have bright mail, 

The earth its dower of river, wood, and vale. 

If human souls did never kiss and greets 

Endymion, I, 832, 842 

It may be — ^it is not unreasonable to think — ^that a destmy of 
higher reahzations has been active, though unrecogmzed, in 
lower forms of being This affords an argument which makes 
It less unhkely that also in our creative faith there is a destmy, a 
purpose, though unrecogmzed, pointing to higher forms of 
creation 


14 ode to a Nightingale. 

’Tis not through envy of thy happy lot. 

But bemg too happy m thine happiness, — 

That thou, hght-winged Dryad of the trees. 

In some melodious plot 
Of beechen green, and shadows numberless, 

Smgest of summer m full-throated ease 

1,5 

Song neither ongmates firomjoy exclusive (‘through envy’), nor 
fromjoy ‘super-abundant’, but firom form-effacing, self-dissolv- 
mg infinity Universality is the soul of song ‘Green’ (1 9). the 
adjective is made a substantive, an image mtimate and vast — ^yet 
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not lacking finiteness — is in tins way expiessed, the quahty being 
thus ehcited as, in a higher degree, real in itself— in its inherent 
infinity, all-pervasive and a prinaple of unity 

Away' away' for I will fly to thee. 

Not charioted by Bacchus and his pards, 

But on the viewless wings of Poesy, 

Though the dull brain perplexes and retards 
Already with thee ' tender is the night. 

And haply the Queen-Moon is on her throne. 
Cluster’d around by all her starry Fays, 

IV, I 

We attain the fullest and highest reahty of creative thought Its 
essential characters are expressed (self-reveahng) Invisibility (cf 
‘the viewless wings’) is in this connection ontologically true, for 
original freedom (i e , form-in-the-makmg), though essentially 
3 . felt value, is endlessly form-transcending, radically and vitally 
m-objective, invisible Yet, from the very core of infinity (cf the 
three hnes last quoted) visible form — which is its perennial cause 
— arises, objectively clear, stiU instmct with mfimty, m all its 
power and glory 

Darkhng I hsten, and, for many a time 
I have been half m love with easeful Death, 

Call’d him soft names m many a mused rhyme. 

To take mto the air my quiet breath. 

Now more than ever seems it rich to die. 

To cease upon the midmght with no pain. 

While thou art pouring forth thy soul abroad 
In such an ecstasy' 

- VI, I. 

Compare above §§ 4, 5 and 8 

Thou wast not bom for death, immortal Bird' 

No hungry generations tread thee down. 

The voice I hear this passmg mght was heard 
In anaent days by emperor and clown 
Perhaps the self-same song that found a path 
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Through, the sad heart of Ruth, when, sick for home, 
She stood m tears aimd the ahen com. 


VII, I 

Compare above, § 3 

All the passages quoted are sustained by, come forth from, the 
creative reahty But there is expressed in the Ode also a quite 
different and conflicting thought Keats seems to forsake, to for- 
swear, this ‘essence’, which, however, constitutes his hfe’s highest 
passion Indeed he is convinced — ^he says it elsewhere, m many 
ways — ^that beauty is real, supremely real, and that it is tmth 
Itself But now, just while he knows it most directly, he demes 
or seems to deny the reahty and ultimate truth of beauty — or of 
the ‘essence’ For he says, while addressing himself to the bird — 
or to the vamshmg song, or to this very moment of glory and 
of truth 


Forlorn > the very word is like a bell 
To toU me back from thee to my sole self* 

Adieu * the fancy cannot cheat so well 
As she IS fam’d to do, deceivmg elf 

vm, I 

In the third stanza also, he seems to seek for forgetfulness, while 
stnvmg after a far-away reahty, supposed only half-real This 
shade of thought is ontologically less significant, if not imxed 
with untiuth It shghtly savours of Romanticism It is not con- 
sonant with the poets’ and artists’ general conviction for poets 
and artists, except perhaps musicians, are inchned to think that 
reahty hes in their art, rather than outside it It is espeaally in- 
congruous with Keats’s ownvmdication Yet, on the other hand, 
we must understand that a really cogmtive and disinterested 
attitude IS just that which yields sometimes before different and 
opposite pomts of view, and is not too self-assured And, in this 
very Ode, we see in Keats’s mind a fervid doubt about the 
ultimate cntenon of reahty (see stanzas VIII, 9-10, IV, 4, VI, 
9-10). 
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15 Ode on a Grecian Urn 

Thou still unravish’d bade of qmetness, 

Thou foster-child of silence and slow time, 

Sylvan historian, who canst thus express 
A flowery tale more sweetly than our rhyme 

I, I, 

A value of eternity is firstly expressed by the very rhythm of the 
verse For rhythm reflects genuine, intimate spontaneity — a 
primal power, implying self-obhviousness, self-transcendency, 
superseding all arbitrary wiU and hardness and exteriority Form, 
on the other hand, is firstly ehcited (as sometimes occurs in Art’s 
golden periods) by an ardent onginahty, burmng its own vessel 
— so hght It appears But these values, in poetry, are not only 
active, they are expressed, sigmfied, in their own terms ‘Qmet- 
ness’ and ‘silence’, through thousands of years enfolding and pro- 
tecting in the womb of the earth the Grecian Urn, evoke 
thought’s primal constancy And the comparison between 
‘rhyme’ and the dehcate recurrence, in the ‘flowery tale’, of 
Items of more visible grace, ehcits rhyme itself zsform For rhyme 
IS the webbing of a larger span of consciousness, it is a moment 
of intenser presentness, a feast, a joy, a novelty, a freshness, it is 
fiiU of calls and echoes At its best, it belongs to the very nature 
of thought’s lively onginahty 


What men or gods are these’ What maidens loth’ 
What mad pursmt’ What struggle to escape’ 

What pipes and timbrels’ What wild ecstasy’ 

I, 8 

The mdefimte question itself expresses the idea of the possible as 
an actual value of mfinity Every item of action is expected and 
immment, yet for ever mdeterminate ‘Wild ecstasy’ the fer- 
vidly self-active and the highly mdeterminate are characteristi- 
cally muted, absolute identity between infimty and actuahty is 
agam signified (cf § 2) 
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Heard melodies are sweet, but those unheard 
Are sweeter, therefore, ye soft pipes, play on. 
Not to the sensual ear, but, more endear’d, 

Pipe to the spirit ditties of no tone 


II, I. 

Cf above, § 5 While the ‘sensual ear’, being mentioned, is dis- 
carded, a higher degree of indeterminacy — and intimacy — ^is 
attained Yet this does not imply that there is a radical difference 
between a sound as occasioned or provoked by external or by 
only cerebral conditions Or at least the ontological foundation 
and, identically, the expressive value of the image do not he in 
such assumption — ^which, in my opinion, would be false 

Fair youth, beneath the trees, thou canst not leave 
Thy song, nor ever can those trees be bare. 

Bold Lover, never, never canst thou kiss, 

Though winmng near the goal — ^yet, do not grieve, 

She cannot fade, though thou hast not thy bhss, 

For ever wilt thou love, and she be fair^ 

Ah, happy, happy boughs ^ that cannot shed 
Your leaves, nor ever bid the Spring adieu, 

And, happy melodist, unwearied. 

For ever piping songs for ever new, 


II, 5, HI, I 

Cf above, § 3 

Thou, silent form, dost tease us out of thought 
As doth etermty Cold Pastoral* 

When old age shall this generation waste. 

Thou shalt remain, in midst of other woe 
Than ours, a friend to man, to whom thou say’st, 
‘Beauty is truth, truth beauty’ — ^that is all 
Ye know on earth, and all ye need to know 

V,4 

‘Beauty is truth, truth beauty’ We have found in many a passage 
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this idea foreshadowed (cf § 6) Indeed it is Keats’s most in- 
timate aad central idea and, we may say, his message Let us 
stay a moment on the problem of the relation between poetry 
— and art m general — and, on the other hand, tiuth 

i6 The word ‘truth’ is used in three mam different, though 
related, meamngs 

(i) Exact correspondence, or rehable correlation, between our 
mental presentments and that to which they are referred Faith- 
fulness to objective reahty 

(a) A pnnciple of thought’s infimte identification with reahty 
— ^m and through thought’s mtrmsic values and modes, and even, 
were it possible, beyond these This is the very prmciple of 
truth Its reahty is immediate, substantial, not merely a practical 
one It IS a value in itself, a value of absoluteness It is a value of 
clearness, of transparency It is a highly original value 

Art IS truth in this second meaning of the word (and, as we 
shall see, in the third one, closely connected with this) Art, in 
fact, IS athirst for reahty It cannot intentionally omit anything 
real — any problem whatever, once it is ehcited otherwise it 
becomes mannensm, imitation, or degenerates in other ways 
Indeed, its very springs are broken 

(3) Inward truth All original value may be described, and 
happens to be desenbed, on a given occasion, as a moment of 
‘inward’ or ‘mtnnsic’ truth when it is deeply felt in its non-ephemeral 
character The question whether it is a genmne or an illusory one 
IS not easily solved, and extrinsic demonstrations are ultimately 
not available This value of intimacy and truth is, from a general 
pomt of view, justified only if we recognize, as we must recog- 
mze, that the concept of an mtnnsic nature of inner being (1 e , 
of mental reahty, of the mental synthesis) is ■- ontologically 
grounded 

The feehng that that which is most intimate, is also essential, 
universal, mfimtely possible, mfimtely recogmzable, infinitely 
true, IS undoubtedly traceable m all branches of human activity 
Yet It is there, namely m this relation ‘umversal because mtim- 
ate’, that the proper field of art hes 

‘Truth’, m the last Ime of the Ode, means truth m both 
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acceptance (2) and (3) of the word Beauty is 'essence’, or spirit, 
in Its deep intrinsic or eternal character And so is truth — ^in so far 
as Its immediate, absolutely present value is concerned 

17 Inward truth is a common subject-matter both of philo- 
sophy and poetry An ever less rudimentary consciousness of 
self-activity is the secretly active, immanent purpose and some- 
times the recogmzed object of both of them Why then should 
poets not be considered as directly contributing to the philosophy 
of the spirit^ Why should poets be demed their own claim, to be 
philosophers, though in their own way^ To tax poets with a 
kind of radical incompetence is entirely gratuitous It is to set up, 
dogmatically, inexistent barriers 

Are there perhaps, in this connection, decisive differences of 
mental attitude, and temperament^ Most certainly there are 
Philosophers are most often men of harder will — ^which they 
exert just where all extrinsic action of the will is permcious, in 
theoretical thought They are possessed, generally speakmg, by 
ethical-utihtarian, conservative cravings and ideals They do not 
seek properly the true, but the stable, the abiding They are busy 
in explaimng away growth and decay, as ultimately unreal The 
nature of the poet is more generous But this is just what is 
required for truths 

Yet, as regards Keats, most unhappily, he himself would pro- 
vide the document showing that he is not a philosopher This 
would seem the opinion of Professors Katharine E Gilbert and 
Helmut Kuhn ^ They quote, as showing this, an extract of a 
letter by Keats, which reads ‘As to the poetical Character itself 
(I mean that sort, of which, if I am anything, I am a member, 
that sort distinguished from the Wordsworthian, or egotistical 
Subhme, which is a thing per se, and stands alone), it is not itself 
— ^it has no self— it is everything and nothing — ^it has no character 
— ^it enjoys hght and shade, it hves in gusto, be it foul or fair, high 
or low, rich or poor, mean or elevated It has as much dehght m 
conceiving an lago or an Imogen What shocks the virtuous 

^ A History of Esthetics, MacmiUaii, New York, 1939, pp 4.06, 407 The 
authors’ general view on the mam question, however, would not be here fairly 
represented 
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philosopher dehghts the chameleon poet It does no harm from 
Its relish of the dark side of things, any more than from its taste 
for the bright one, because they both end in speculation A poet 
IS the most unpoetical of anything in existence, because he has 
no Identity — ^he is continually in for and filling some other body 
The Sun — the Moon — the Sea, and men and women, who are 
creatures of impulse, are poetical, and have about them an un- 
changeable attribute, the poet has none, no identity — ^he is 
certainly the most unpoetical of all God's creatures If then he 
has no self, and if I am a poet, where is the wonder that I should 
say I would write no more^ Might I not at that very instant have 
been cogitating on the Character of Saturn and Ops^ It is a 
wretched thing to confess, but it is a very fact, that not one word 
I ever utter can be taken for granted as an opinion growing out 
of my identical Nature — ^how can it when I have no Nature^ 
When I am in a room with people, if I ever am free from specu- 
lating on creations of my own brain, then, not myself goes home 
to myself, but the identity of every one in the room begins to ' 
press upon me, so that I am in a very httlc time annihilated — ' ^ 
The letter goes on ‘ — ^not only among men, it would be the 
same in a nursery of Children I know not whether I make my- 
self wholly understood I hope enough so to let you see that no 
dependence is to be placed on what I said that day Cf also the 
following passage from the same letter T feel assured I should 
write from the mere yearmng and fondness I have for the 
beautiful, even if my mght's labours should be burnt every 
Mormng, and no eye ever shine upon them But even now I am 
perhaps not speaking from myself, but from some Character in 
whose soul I now hve 

Leaving aside comparatively less relevant points (with refer- 
ence to this letter and to my own contention), the chief thing 
to which attention should be called is that this receptivity is the 
most precious and the rarest element in criticism and in philoso- 
phy It IS not passivity, it is natura naturans — as opposed to natura 

^ Op at, pp 406-7 

® Letter to Rachard Woodhouse, 27th October 1818 The Complete Works of 
John Keats f Gowans & Gray, Glasgow, 1900 (reprinted 1924), Vol IV, p 173 

® Op at , Vol IV, p 174 
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naturata (cf Keats’s expression in his letter, T have no Nature’) 
which IS not receptive at all This receptivity is lacking in the 
great majority of cntics and philosophers Self-assured philoso- 
phers hke to speak rather than to hsten On the other hand, let 
us consider that coherence of thought must be original and un- 
looked for Extrinsically sought and, in a sense, ‘systematic’ co- 
herence is the worst enemy of coherence itself This is possible, 
as I conceive, because the real thinking subject is itself an intrin- 
sically characterized, ever-onginal and actual cause — ^in which 
we are identified and which is, at any given moment, our real 
self It IS ahve and searchong all through the individual’s frame 
or orgamzed nature, while yet it knows this natura naturata only 
m Its own (i e , spirit’s) actuahty and umversahty And its 
novelty, the very intensity of it, does not mean lack of coherence, 
precisely because, accordmg to its very nature, it widely renews 
the past, and because of its rich intrmsic characterization In fact 
the deepest coherence is original, creative 
Nobody is more personal than Keats, m some respects We 
may recogmze him, his deep personahty, m each hne of his 
poems Yet the problem is a perplexing one Keats is keenly con- 
cerned about It (cf also § 8) To bve ‘m God’s grace’ may mean 
to lose something humanly preaous, even from the highest 
ethical point of view 

Let us consider, on the same subject, another passage from 
Keats’s letters ‘ Now, my dear feEow, I must once for all teU 
you I have not one idea of the truth of any of my speculations — 
I shall never be a reasoner, because I care not to be in the right, 
when retired from bickenng and m a proper philosophical tem- 
per He says that, when he is ‘m a proper philosophical temper’, 
he does not care ‘to be m the right’ This may be variously mter- 
preted, but probably means that then he is not ambitious either 
to show or to know that he himself is the one who is right And 
the passage quoted, if it must be mterpreted, as it would seem, 
in this sense, would contam the very picture of the attitude of the 
perfect philosopher' 

The authors quoted say that ‘Keats cleared poetry of moral 
responsibihty, as he cut away the poet himself from the legislator 
^ Letter to Benjamin Bailey, 13th March. 1818 Op at , Vol IV, p 85 
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and the philosopher" They conceive 'moral responsibihty", I 
think, in too restricted a sense Let us state again, from a general 
aesthetic point of view, that moral ends and responsibihties must 
be and have rightly been rejected from the sphere of art in so far 
as they are conceived as extrinsic ends and objects, not as spiritu- 
ally concrete values, actually felt and asserted as such Real moral 
value (the good), as original value, intimately and immediately 
purposive, belongs to the very power and essence of poetry (cf 
Chapter II, § 4) The deep moral nature of a poet is recognizable 
in the very rhythm of his poems Keats does not sunder, in his 
poems, art from the good (or from morals, in the best sense), 
rather he points to a common principle in them Cf above, § 12, 
and the following passages* 

Ghosts of melodious prophecymgs rave 
Round every spot where trod Apollo’s foot 

Feel we these things^ — ^that moment have we stept 
Into a sort of oneness, and our state 
Is hke a floating spirit’s But there are 
Richer entanglements, enthralments far 
More self-destroying, leading, by degrees, 

To the chief intensity the crown of these 
Is made of love and friendship, and sits high 
Upon the forehead of humanity 

Endymion, I, 789, 795 

Imagine not that greatest mastery 
And kingdom over all the Realms of verse 
Nears more to Heaven in aught than when wc nurse 
And surety give to love and Brotherhood 

^ Give me your patience Sister ’, 6 

The above arguments, concermng the relations between poetry 
and philosophy, with reference to Keats especially, must be re- 
garded, however, as secondary — so much the more as the pass- 
ages quoted belong to his prose work, and not perhaps to that 
poetical thought in which both philosophers and poets are most 
emphatically themselves What matters is that in fact Keats 
knows the ‘essence’ as few, if any, philosophers do, as is shown 
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by his poems He does not label it, he does not misrepresent it 
mto an objectively well-defined thing, with clear-cut compart- 
ments and outhnes, that is why his knowledge — ^which was also 
his hfe’s conviction and justification — ^may escape many a reader, 
who IS perhaps misled by what is, m my opimon, an indefensible 
concept of knowledge itself 

The poet does not or may not seek knowledge as an extrinsic 
end Neither does he seek beauty as an extrinsic end But as an 
mtimate motive-value beauty is supreme knowledge, and the 
two things — ^beauty and the knowmg of the spirit — are not dis- 
tmguished 

1 8 Ode to Psyche 

Subjectivity, in that which is intrinsically characterized and 
deepest m it, has been variously called through the centuries 
‘spirit’, ‘essence’, the ‘active’ or ‘creative prmciple’, the ‘actual 
cause’, and by many more expressions Keats calls it m this Ode 
by one of its truest, simplest and least assuming names ‘Psyche’ 
IS this name, and addressmg himself to her, he says 

O latest born and lovehest vision far 
Of all Olympus’ faded hierarchy' 

though temple thou hast none. 

Nor altar heap’d with flowers, 

0 bnghtest' though too late for antique vows. 

Too, too late for the fond beheving lyre. 

Yet even in these days so far retir’d 
From happy pieties, thy lucent fans, 

Fluttermg among the faint Olympians, 

1 see', and smg, by my own eyes inspir’d 

Ode to Psyche, 24, 28, 36, 40 

The term ‘psyche’ is vindicated m its true significance Keats 
IS less one-sided, m this mam respect at least, than psychological 
books generally appear to be for psyche’s value, which is, onto- 
logically, the chief thmg m it, is not left outside the presentment 
of It 
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A rosy sanctuary will I dress . 

With all the gardener Fancy e’er could feign, 

Who breeding flowers, will never breed the same 

And there shall be for thee all soft dehght 
That shadowy thought can win 

Id , 59, 62 

‘Shadowy thought’ This — ^like Leonardo’s penumbra — ^is again 
a name for powerful indeterminacy, for a reality whigh is funda- 
mental, and creative, and worth study, and which has scarcely 
anything to do with the ‘fringes’ of consciousness, or with the 
subconscious 

19 We may conclude this chapter by saying that Keats, per- 
haps sharing more than anyone else among poets in the nature of 
an artist, came most deeply into touch with spirit while seeing the 
‘Grecian Urn’ or interpreting its beauty On this occasion especi- 
ally, he knew spirit as the intrinsic or the eternal of beauty — and of 
truth We have found that Shelley, like the poets of the fourteenth 
century, saw it above all in Woman, Coleridge, in contemplative 
freedom, Blake, and Wordsworth, in Children, Wilham Colhns 
in Simphcity, Milton and Thomas Gray, in inspiration, and 
Shakespeare, in the image of Ophelia borne by her song, and by 
her grace and innocence, on the deadly waters And if we like to 
indulge in comparisons, though they are only approximate (and, 
taken hterally, quite unsatisfactory), we may add that spirit, that 
is to say, original causahty, in its intrinsic, inexhaustible richness, 
is in Shakespeare most independent, in a sense, from the author’s 
self In the poets of the eighteenth century whom I have quoted, 
and in Milton, it shares in the dehcacy and clearness of Music In 
Wordsworth and in Coleridge, it is most laborioudy sought for 
In Shelley, it is most real, self-imposing But in Keats, it is pure 
of all inessentials 
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THE POETICAL WORKS OF ELIZABETH BARRETT BROWNING 
Oxford Complete Edition, Henry Frowde, London, 1904 


I The following passage points out the immediate character of 
the subjective experience which testifies to thought’s value of 
universahty 

How sure it is, 

That, if we say a true word, instantly 
We feel ’tis God’s, not ours, 

Aurora Leigh, VII, p 500 

The concept of inwaid or intrinsic truth is also imphed Ehzabeth 
Browning employs the strongest word, ‘God’, in order to con- 
vey in Its fuU value the idea of thought’s umversality Undoubt- 
edly the word ‘God’ owes in part its sigmficance to many other 
disparate sources — e g , metapsychical experiences, distinct ethi- 
cal aspirations, authority Now to use the word ‘God’ in order to 
represent adequately spirit — as it is given to us to know it, m its 
value of umversahty, and in other aspects — may possibly mean 
mixmg, unduly, heterogeneous elements On the other hand, the 
use of the same word in the above sense may be justified, as that 
which does not behttle, and therefore does not falsify, the reahty 
to which we are referring The word ‘God’ brings into hght the 
immensity of the problem mvolved 

We find the same value of umversahty expressed — and vindi- 
cated — in the following extract 
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truth Itself, 

That’s neither man’s nor woman’s, but just God’s, 

Id , id , p 498 

The higher we rise in mental activity, the more the world of 
conditions, and particularly of physiological conditions, is over- 
powered I maintam, and the reasons for this I hope I have made 
clear, that we must suppose even in the poorest sensation the 
transcendency of multiphcity and of external objectivity — an in- 
determinate and essentially potential moment Dissatisfaction 
with form and self as hmits depends on this vital prmaple, which 
IS coessential with subjectivity Life’s and thought’s speafications 
but increase this primordial urge Racial and sex hnutations are 
therefore fundamentally repugnant to the ultimate nature of in- 
ner bemg, and their overcoming is immediately aspintual feast 
Ehzabeth Browning especially seems to feel that any insistence 
on sex hnutations — ^beyond sheer necessity, or for mere practical 
purposes — ^is wrong, and the expression of an aspiration deep as 
nature itself may be found m a poem addressed to George Sand 
She says to her — ^if we may cite so fragmentary a line 


Till God unsex thee on the heavenly shore. 

To George Sand, p 335 

2 Great IS the glory ofwomen in the field of philosophy They 
have not left their name — ^some may object — ^to outstanding sys- 
tems, but this must be perhaps reckoned to their credit The so- 
called ‘system’, as I said, is the mundane part of philosophy It is 
also the most ephemeral As for real system, aU-absorbmg vigilant 
love, real consistency, things take qmte a difierent aspect A philo- 
sophy hvedmtensely, not constructed — ^not divorced from experi- 
ence, a psychology which is at one and the same time, as it must 
be, philosophy, a philosophy which is one’s hfe experience, one’s 
whole hfe’s devotion to a deepemng thought, spirit and flesh 
inseparate I do not like also to give m myself to general, and 
generally false, distinctions, but I think that these are marks of a 
philosophy which espeaaUy sustains and enhghtens works writ- 
ten by women These women do not bear the name of philo- 
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sophers they are writers of poems and novels, and mystics Thus 
Anne de Noailles expressed, and vmdicated, in her poems and 
novels one harmonious philosophical thought, and died, before 
her time, probably consumed by the very intensity and ardour 
of her essentially cognitive spirit Let me mention, among great 
mystics, Mme Guyon And in the words of Diotima herself (as 
It seems to me) there are seeds of truth which could hardly be 
attributed to her interpreters 

Ehzabeth Browning’s thought develops while keenly con- 
cerned with radical oppositions of mental attitudes — as that be- 
tween knowledge (consciousness) and convention, between 
spontaneity and mechamsm, between that which ‘develops from 
within’ (cf Aurora Leigh, II, p 398, V, p 451) and external caus- 
ahty, between value and abstract will, between ‘what’s element’ 
and ‘what’s convention’ {Id , VIII, p 518) She stigmatizes that 
attitude of mind which opposes the real and the ideal She says 

Natural things 

And spiritual, — who separates those two 
In art, in morals, or the social drift, 

Tears up the bond of nature and brings death. 

Paints futile pictures, writes unreal verse, 

Leads vulgar days, deals ignorantly with men. 

Is wrong, in short, at all points 

Aurora Leigh, VII, p 498 

The fact of setting ideal reality far away in the abstract, while 
overlooking the spiritual character that the least expression of 
hfe possesses, does not denote a really cognitive, loving spirit 
The conception here expressed by Ehzabeth Browning is one of 
great significance in the history of thought and in everyday hfe, 
both from the aesthetical and the ethical point of view For there 
IS a close relation between asceticism and avarice He who treads 
down the spirit as creative form, treads it down also as an actual 
value of charity and truth A deep-lying unity of the two aspects, 
the ideal and the material, is affirmed and vividly represented, 
e g , in the following passage 
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And (glanang on my own thin, vemM wrist). 

In such a httle tremor of the blood 
The whole strong clamour of a vehement soul 
Doth utter itself distinct Earth’s crammed with heaven. 
And every common bush afire with God, 

Id, VII, p 499 

3 Poetry may constitute the last refuge — and the last bulwark 
— of philosophy against such pseudo-theories as overlook or 
Ignore aU intrmsic character in subjective bemg In fact poets — 
wittingly or unwittmgly — deal with value as with a fertile truth, 
and avoid the enormous mistake of considering it as a non- 
ontological something With reference, again, to the concept of 
intrinsic truth, and alludmg to poets in general, Ehzabeth 
Browmng incidentally says 

I write so 

Of the only truth-tellers now left to God, 

The only speakers of essential truth. 

Id, I, p 387 

She insists on the concept of truth as a subjective principle and 
as such absolutely real — and a cause m thought’s development — 
especially with regard to poetical (or artistic) inspiration If there 
are those who claim to explam inspiration, both in art and 
science, by describmg it as the result of emotional charges m 
given conditions — ^thus evading the quest of anything original 
(or the problem thereof) and saying nothing, satisfying them- 
selves by using words which draw from the physical sciences an 
appearance of accuracy, — ^she keenly feels the msuffiaency of 
such a superficial and quasi-mechamcal view Inspiration is noth- 
ing less than truth — and truth is spiritual mtegnty* a nuclear, cen- 
tral reahty, and z force Violence done to truth destroys the very 
source of poetry 

That’s wrong thinking, to my mind. 

And wrong thoughts make poor poems 

Id,V, p 450 

How can we identify truth (inward trath) and beauty? If I 
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change the smallest expressive element, the beauty of a verse is 
lost Can we say the same of its truth’ A verse can hardly be 
translated can we say that the truth it expresses is, to the same 
extent, lost m the translation’ Truth, I answer, as an event of m- 
ward light, as an actual reahty, takes advantage of all the material 
m which It happens to find its expression, and without which (no 
less than beauty) it is lost It needs all — ^the subtlest afiimttes with 
the sonorous and pictorial quahties of the material employed are 
no less constituent of it 

The foUowmg example may come in fitly to illustrate this 
conception In the last hnes of Keats’s ‘Ode on a Greaan Um’ a 
conviction is expressed, which is qmte similar to this imphed m 
Ehzabeth Browmng’s two last-quoted fragments In Keats’s hnes 
truth is felt as a value of mtrmsicahty or etermty contamed m 
creativity or form, and it is entirely identified with beauty And 
this value of etermty expressed (m which beauty and truth are 
one) would be lost if the hnes suffered the least change Ehzabeth 
Browning’s statements refer more to something which is not 
present at the moment they pomt to convictions which do not, 
to a certain extent, form themselves through an immanent cause 
— at one and the same time testifying to it and to the character 
of truth Itself Hence the two above-quoted passages, as com- 
pared with the last hnes of Keats’s Ode, possess imdoubtedly less 
beauty, less poetical reahty but also, m a sense, there is less truth 
in them Thus we find that there is m them m a lesser degree (i) 
the creative faith m truth and the value of truth which hes m 
intimate making, and (2) the truth which consists m the revela- 
tion of spirit’s integrity and of its intrinsicahty, really echpsing 
the self On the other hand, it is perhaps m a lugher degree that 
we find expressed m Mrs Brownmg’s hnes the claim for ab- 
stractly objective truth 

4 Let us quote some more passages concenung the nature of 
poetry and art m general 

Give art’s divme. 

Direct, indubitable, real as grief. 

Or leave us to the grief we grow ourselves 
209 


p 



ELIZABETH BARRETT BROWNING 


Divine by overcoming with mere hope 
And most prosaic patience 

Id, 11, ■p 393 

‘Real as grief’ Grief imposes itself on us hke crude external real- 
ity In this sense its reahty has nothing to do with that of art, and 
the comparison is only abstract and quantitative But, besides 
being no less real than the overwhelming world of conditions, 
grief IS eminently real in many other respects, in which the 
quality of its reahty and that of art are kindred For instance, it 
possesses in a high degree infinity It desperately strives for abso- 
lute comprehension and truth It seems to be original — an original 
reaction, intimately transcending our particular will, and in the 
highest degree pure (beyond artifice and profit, primordial, re- 
deemer) And, again, it is real with the reality of the spirit, 
because if we excavate it, we find it again and again confirmed, 
recognizable, though not precisely the same, while, if we ex- 
cavate deeper into the material things, we find ever and again 
new aspects, each cancelling the previous ones as mere transitory 
appearances 

What is art 

But life upon the larger scale, the higher. 

When 

It pushes toward the intense sigmficance 
Of all thmgs, hungry for the Infinite^ 

I^,IV,p 447 

The artist’s part is both to be and do. 

Transfixing with a special, central power 
The flat experience 

Id , V, p 453 

‘To be and do’ This refers to the being which hes in the doing, in 
the making, in the inward becoimng Existence (m art) does not 
precede value and produce it according to the scheme of external 
causahty This concept, which we have often met in these pages, 
seems to be confirmed in other expressions in Ehzabeth Brown- 
mg’s poetical thought ‘ How we hve by lovmg’, she says on 
one occasion {A Drama of Exile, p 134) Cf Loved Once, II, 
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p 282 ‘And by To Love do apprehend To Be’, and De Profun- 
its, XXIV, p 569 Value (love’) is a real cause, ultimately, and 
not a mere result And this is better seen m art — ‘Transfix- 
mg ’ She expresses in her own words the same conception 
already pointed out (cf Chapter VUI, § 29, last paragraph but 
one) of a transformation which is a ‘becoming truer’, a concept- 
value which characterizes poetical and artistic thought Art is a 
dynamic essence of the same nature as hfe (it is ‘hfe in hfe’, cf 
Aurora Leigh, I, p 387), it is, in mental activity, a ‘central’ 
moment, in which thought’s original values and modes — either 
as quahfymg the objects, or for themselves — are revived and 
called back to their ever-originating prmaple and intrinsic neces- 
sity, and renewed in their subtle affimties and ultimate umty 

Thus IS Art 

Self-magmfied in magmfymg a truth 

Which, fully recogmzed, would change the world 

And shift its morals 

Id, Vn,499 

This view can be maintained chiefly on these grounds (cf Chap- 
ter Vni, § 20) The deepemng of self-activity — of origmal free- 
dom, of the original formative principle — ^brmgs forth its primal, 
deep mtrinsic character, namely, its value of umversahty — ^both 
logical and ethical And the winged mfimty of song is especially 
akm to this value of umversality, shares m it, proclaims it Agam, 
men bhnded by external, extrmsically conceived ends, or hemmed 
m by pride, are hkely to shght and disdam, or fanatically to with- 
stand, both the harmomous power of a deeper spirituahty, and 
art 

Art’s creative prmaple, we may easily suppose, is directly 
described also in the following words It is described as 

a truth which draws 
From all thmgs upward 

Id,VII,p 499 

(Cf on the distmct concept of ‘height’. Chapter VRI, §§ 5 and 
27 ) The word ‘truth’ is happily used to mean a reahty which is 
intrmsically charactenzed ad infinitum, and which— being made 
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both logically and grammatically the (active) subject of the pro- 
position — ^is forcibly presented as a cause 


5 Proceeding, with Ehzabeth Brownmg, m the quest for the 
irreplaceable springs of subjectivity, we come face to face again 
with that deep-rooted dtssattsfaction, which is the measure of a 
soul’s worth (cf Chapter I, § 14) She says 

Nor man nor nature satisfies whom only God created 

Cowpers Grave, VIII, p 296 

Compare also the passages 

For here satiety proves penury 
More utterly irremediable 

Aurora Letgh, V, p 455 

We, staggermg ’neath our burden 
Support the intolerable stram and stress 
Of the umversal, 

Jd , V, p 453 

The dissatisfaction, referred to in the first passage quoted above, 
IS probably most closely related with this ‘intolerable strain and 
stress’ of the ‘umversal’, or one with it This is the feehng of hfe, 
or bemg, as a principle, an urge, a claim, primal and mfimte, 
superseding and almost disclairmng all its single forms Is it con- 
tained, IS It inteUigible, m the nature of an active pnnaple im- 
manently conceived? Or does this very value of the creative form 
suggest a transcendent cause? Ehzabeth Browmng is not exphcit 
on this point, though she seems to lean towards a relatively trans- 
cendent (cf Chapter VI, § 4) interpretation of this urge of the 
‘umversal’ 

We must not, however, stretch too far such a conflict be- 
tween hfe’s (or spirit’s) mfimte mtimate demand and, on the 
other hand, the earthly answer to it Thought, in its foB. freedom, 
recovers a kind of eqmhbrium — a spiritual integrity is found, in 
which all the soul’s wounds are healed Ehzabeth Browmng ex- 
presses sometimes the feehng of a vast renewing power, in which 
the deepest longmg, and freedom, and infimty, and joy, and 
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form, are not at aU at variance Compare the following frag- 
ment 


TiU in the deep calms of space my soul may right 
Her nature, 

Finite and Infinite,^ 333 

The inner relation between the most radical aspects of original 
causality is recogmzable in the following hnes, and makes their 
pregnant and wide sigmficance The ‘future’, even more than 
‘the deep calms of space’ (cf the passage above quoted), ex- 
presses the original and present value of an infimte possibihty, 
freedom and creativity, spirit or grace unhindered by any trace 
whatever of form qua formed The ‘past’, on the other hand, 
represents the particular self, the form qua formed, all particu- 
larity, all the world of conditions The words ‘past’ and ‘future’ 
could hardly be brought to a more intense sigmficance 

Only embrace and be embraced 
By fiery ends, — whereby to waste, 

And hght God’s future with my past 

A Vision of Poets, p 171 

The essential forward urge of the mental synthesis is brought 
into hght in its deep subjective, spiritual reahty and ultimate 
source — ‘ By fiery ends’ the ‘ends’ are at once an object and 
a subject, they are active, inwardly purposeful 

The following passage shows the pecuhar inherence of the 
infinite in such sensuous qualities of external nature as may be 
perceived by a blind man — and the superior value, in many 
respects, of this, so to say, lower sensuous awareness as compared 
with that whxph may be a determined, objective, more distinct 
view of the same landscape through the organ of sight It refers 
to a mother who has lost her bhnd son, and is addressed to her 
It says 

Dost thou weep, mourmng mother. 

For thy blind boy in graved 
That no more with each other 
Sweet counsel ye can have^ 
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That thou canst no more show him 
The sunshine, by the heat, 

The river’s silver flowing. 

By murmurs at his feet? 

The fohage, by its coolness. 

The roses, by their smell. 

And aU creation’s fulness. 

By Love’s invisible? 

The Mourning Mother, p 298 

6 A fresh genmne expression for original causahty we find 
when she speaks of ‘blossoimng causes’, 

all a-glow 

With blossoming causes, 

Aurora Leigh, VII, 499 

Indeed the word ‘cause’ is generally used to mean causal condi- 
tion or antecedent, or a given, extrinsically conceived, final 
cause, which is stdl an antecedent but here the same word is 
summoned to mean something originally active and not merely 
a hnk (however relevant) in the chain of conditions This is a 
daring and reveahng expression 
The ghry which belongs to form in its formmg and not to 
form qua formed — ^the first gradual birth of hght, the takmg 
shape, the dehcate first hour of becommg — ^is represented in its 
subtle value and inward reahty ‘Silence’ (another name for in- 
determmacy, or the potential moment, as an actual reahty) lies m 
the core of the buddmg forms, and is not lost, it ‘opens’, in the 
mamfold aspects arismg 


I used to get up early, just to sit 

And watch the mornmg quicken in the grey. 

And hear the silence open like a flower 
Leaf after leaf, 

Id,l, p 384 

The mystery of the freshness and harmony of a flower is 
poignantly represented in the followmg hnes Yet these would 
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show but a poor poetical value, were we to disregard how earn- 
estly and thoroughly the author is concerned with fundamental 
aspects of spontaneity and hfe 

O rose, who dares to name thee? 

No longer roseate now, nor soft, noi sweet. 

But pale, and hard, and dry, as stubble-wheat, 

A Dead Rose, I, p 293 

The concept of ‘form qua formed’, apt to become in our philo- 
sophical language an abused formula — ^fuU of the traditions of 
the schools and empty of meaning — ^is freshly, properly and sim- 
ply described by her as that of indurated form The externally 
constructive process of the mind is convincmgly described 

She, at least. 

Was not built up as walls are, brick by bnck. 

Each fancy squared, each feehng ranged by hne. 

The very heat of burmng youth apphed 
To indurate form and system' 

Aurora Leigh, IV, p 434 

Compare, on this subject. Id , III, p 421 
Remarkable with Ehzabeth Brownmg is also the use of the 
verbal form ‘lovmg’, sometimes instead of ‘love’, — a verbal form 
which the Enghsh language affords and which is particularly 
close to hfe, or more preasely, to hfe conceived as intimate becom- 
ing Cf A Lay of the Early Rose, p 278 ‘ Down the hidden 
depths of loving’ A real love is ‘a deepemng love’ — ^to use 
another of Mrs Browning’s searchmg expressions {IsobeTs Child, 
VI, p 186, cf above, § 4, A Drama of Exile, p 134) 

Does shame (modesty) reveal a vitally and essentially secret 
moment of our consaousness — ^because of which the latter re- 
fuses to be fixed m the world of objectivity? It seems that, while 
descnbing ‘shame’, Ehzabeth Browning draws near to the very 
‘fire of hfe’ — ^to an ultimate substance, and that on this the power 
of her verse depends 

Girls blush sometimes because they are ahve, 

Half wishmg they were dead to save the shame, 
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The sudden blush devours them, neck and brow. 

They have drawn too near the fire of life 

Aurora Leigh, II, p 401 

Cf also The Lost Power, LXII, p 269 

7 The foUowmg passage represents Nature as confessing itself o£ 
ammal hfe, not only expressmg it, or developing and reahzmg 
Itself in it as if the latter were the outcoming of an inward pur- 
pose working through mfimte ages, but rarely bursting forth, 
and in the meantime kept secret and almost unknown, or as too 
darmg, too ambitious a performance, or, again, as a sin, or con- 
taimng something sinful 


hke dumb creatures (now 
A rusthng bird, and now a wandenng deer. 

Or sqmrrel ’gainst the oak-gloom flashing up 
His sidelong burmshed head, in just her way 
Of savage spontaneity), that stir 
Abruptly the green silence of the woods. 

And make it stranger, hoher, more profound. 

As Nature’s general heart confessed itself 
Of hfe, and then fell backward on repose 

Id, IV, 431 

This keener spontaneity of the swift hving beings as compared 
with that of the vegetable life, the kinship between this and the 
former, an immanent purpose common to them, these concept- 
values are expressed, which he deep in the poet’s heart, and are 
mseparable from the picture of the landscape We are faced with 
the mystery of spontaneity outside all preconceptions No solu- 
tion IS put forward, but we grow conscious of our ignorance, 
and of the urgency of the mystery or of the problem involved 
A deeply immanental and almost pantheistic mterpretation of 
reahty, espeaaUy of value itself, is suggested 

8 It IS above all m the expression of love’s passion that Eliza- 
beth Browmng’s poetry cannot be compared with any other’s 
For generally poets — and even, and more remarkably, the highest 
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and most essential poets — ^in their passionate songs, preasely 
where they express love’s passion, may be also understood to 
refer to their own soul’s hfe in a more general sense, to then 
creative labour, to thought’s essential modes — as self-dissatisfac- 
tion, self-abnegation, and the glory of being bom again, infimte 
spirit rekindled through the shattered rehcs of hfe But with 
Ehzabeth Browning — though she is no less essential — we know 
immistakably that she primarily expresses love’s passion Let me 
quote only a very few passages, which may remind us of the full 
context, and let me not obscure them with any comment what- 
ever 

Say, what can I do for thee’ weary thee, gneve thee’ 
Lean on thy shoulder, new burdens to add’ 

Insufficiency, ]!,■£ 313 

But love me for love’s sake, that evermore 
Thou mayst love on, through love’s eternity 

Sonnets from the Portuguese, XIV, p 321 

I love thee to the depth and breadth and height 
My soul can reach, when feehng out of sight 
For the ends of Being and ideal Grace 

I love thee freely, as men strive for Right, 

I love thee purely, as they turn from Praise 
I love thee -with the passion put to use 
In my old griefs, and with my childhood’s faith 

Id.XLEQ, p 327 
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LONGFELLOW 
1807-1882 


THE POETICAL WORKS OF LONGFELLOW Oxford Unwersity Press, 
ed 1934 


I Many concepts concerning poetical inspiration are not only 
operative, but to a certain extent explicit in the following short 
passage 

O that a Song would sing itself to me 
Out of the heart of Nature, 

Moods, p 721 

(1) smg Itself to me’ The thinking subject is not to be 
identified with the particular self of the poet — which his will 
(m the restricted sense of the word) and his more mtentional and 
preconceived thought are predominant This is also conasely 
expressed in the hnes 

His, and not his, are the lays 
He sings, and their fame 
Is his, and not his, 

L’ Envoi The Poet and his Songs, p 769 

(2) The thinkmg subject is to be identified with an origmal 
value, self-active It is, as I maintain, value q^ua active (3) ‘Out of 
the heart of Nature’ The song yearns for a source possessmg a 
deep ontological character (4) The song is kmdled in the objec- 
tive richness of ‘Nature’ (5) There is freedom, and joy, in the 
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self-realizing form, and a value of infimty which we seem to 
know m the very core of it Song is its fittest expression This is 
immediately felt, though not stated, m the first passage quoted 
above It is distmctly said, though not less immediately felt, m 
the foUowmg Imes 

O Life and Love' O happy throng 
Of thoughts, whose only speech is song' 

A Day of Sunshine, p 320 

(6) The concepts referred to, and especially those of ontological 
depth and of self-transcendency, suggest that of umversahty The 
character of umversahty of any piece of real poetry, espeaally 
from the point of view of its accessibJity or intelhgibihty, is a 
subject on which Longfellow particularly insists 
Expression is commumon this does not depend, primarily, on 
pragmatical reasons, but on a value of self-transcendency which 
is inherent in the intrinsic, original nature of thought ^ Now it 
seems that many a passage in which Longfellow asserts the um- 
versal character of poetry reflects the very idea of thought’s tn- 
separahte originality and universality, and not only an ethical aspira- 
tion, or a matter-of-fact view For instance, m the ‘Tales of a 
Wayside Inn’, we read that these tales are 

World-Wide apart, and yet akin. 

As showing that the human heart 
Beats on for ever as of old. 

And without preface would begm 

Tales of a Wayside Inn, III, Interlude, p 435 

Cf Id , I, Interlude, p 359, The Seaside and the Fireside, Dedication, 
P 175 

The idea that the highest poetry finds ‘an answer in each heart’ 
(cf Oliver Basselin, p 307) is obviously related to the conviction 
that art’s highest expressions are ‘simple’ and ‘clear’ (cf The 
Children of the Lord’s Supper From the Swedish of Bishop Tegner, 
p 54) The world of conditions — this mdeed may be very com- 
phcated and obscure Again, the techmcal aspect of an art may 
belong exclusively to a small number of adepts But, most gener- 
^ Cf Chapter Vin, §§ 6 , 8, 10 
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ally, in art, obscurity depends on arbitrariness, and on merely 
mechamcal superimposition of thoughts, and of the dearth of the 
real seed, and artistically, in so far as I can see, it has no content, 
except perhaps that of pride 

The assumption, moreover, according to which the uniqueness 
of the act of thought in its living reahty is to^ be found in the 
accident and in sheer particularities and does not he in the essen- 
tial and intelligible nature of thought itself, is, I am convinced, 
absolutely false ^ 

No doubt some reserves must be made concerning this mtelli- 
gibihty of poetry We must consider that — ^the lack of special 
preparation being left aside as of httle account — ^there are those 
who are deaf to poetry for deeply rooted second causes They may 
not be perversely bhnd to a sense of inward hght, but they know 
It perhaps in practical and ethical hfe, perhaps in this or that 
form of art, but not m the discursive form of poetry Again, 
obscurity may be dependent on, and to a certain extent justified 
by, the fact that we are skimming over the boundaries of our 
power of understanding reahty — either external reality or 
thought Itself But this may occur only exceptionally in art, 
besides, we are easily aware that that is the nature of the diffi- 
culty we meet with, and we submit ourselves to the inevitable 
Therefore, in my opmion, Longfellow's point of view about the 
universality and accessibihty of poetry is justified For the mo- 
tives of the spirit are simple and few, and because desire for com- 
mumon hes in the very spring of song 

Inspiration in art is 

an evening twilight that faintly 
Gleams in the human soul, even now, from the day of 
creation, 

The Children of the Lord’s Supper,^ 53 

These hnes are translated from the Swedish of Bishop Tegner, 
yet the poem seems to reflect the translator’s own vein of poetry 
and his very thoughts 

It IS Longfellow’s conviction that essentially the same motive- 

1 Cf Chapters I, § 22, VEI, § 24 (2), DC, § 16 (3) 
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values are discernible m flowers and m men — ‘desires’, ‘wishes’, 
hopes’, now ‘tender’, now ‘bnlhant’, now vast 

These in flowers and men are more than seemmg. 
Working are they of the self-same powers. 

Which the Poet, m no idle dreaming, 

Seeth m himself and m the flowers 

Flowers, p 6 

This epitomizes my mam contention m this work (provided we 
take words senously) Cf Tales of a Wayside Inn, HI, p 432, 
‘The meamng and the mystery of the rose’, Id , p 426 
Yet Longfellow sees above all in mspiration a healmg and 
helpmg power (cf Moods, p 721), a message, recaflmg us up ‘to 
heaven’ {The Singers, p 191), and a Promethean, fiery leaven 
{Prometheus, p 299) 

Heisfascmatedby the work of the potter (cf Keramos,p 724), 
as if he were confronted with the very mystery of the relation 
between thought (m its strictly plastic power) and an extremely 
ductile material (‘the shapeless, hfeless mass of clay’) Cf also 
The Masque of Pandora,!,^ 685 
The essential r6le of the medium, or the matenal or means of 
expression — which is far more than a medium or a means — art- 
istic thought, has been thrown mto rehef by Enghsh poets 
through such expressions as ‘to think m marble’, ‘to think m 
bronze’ (Robert Bro wrung, Meredith,^ Oscar Wilde), suggest- 
in g also the essential role of words m our thoughts Longfellow 
finds m this connection a most pregnant expression, when he 
describes Giotto’s tower 

The hly of Florence blossoming in stone, — 

A vision, a dehght, and a desire, 

" Giotto’s Tower, p 537 

In fact architecture is the art in which the matenal weight of the 
medium contributes m the bghest degree to express the lightness 
of thought or vision— to express the so-called ‘unsubstantial’, yet 
most substantial reahty, by which precisely the weight {qua 
sensed or imagined by us), and the obscure massiveness, and 
^ Earth and Man, XXV 
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crude mulupliaty, of matter are conquered and, as such, for- 
gotten 

2 We find m Longfellow’s poems also (though he is a poet 
comparatively more interested in external events themselves, 
than intimately cogmtive) the concept expressed of ‘hfe in 
death’ that is to say, mfimty and glory found and realized in the 
very moment of death-hke extmaion, value immanent in this 
very transient moment — ^m the renunciation of all that is lasting, 
or useful, or connected with any sel/ whatever He speaks of the 
angels of wind and fire who ‘chant only one hymn’, 

and expire 

With the song’s irresistible stress. 

Expire in their rapture and wonder, 

Sandalphon,p 316 

Cf From the Spanish CanctoneroSjp 324 He puts into prommence 
the moment of creative novelty, always while speakmg of chil- 
dren, and youth, and of ‘all things’ rejoicing in the fullness of 
‘their first delight’ {It is not always May, p 63 , cf To-Morrow, 
p 537) The students of the Mediaeval School of Salerno are 
represented as discussing the saying ‘that God can only exist m 
creating’ {The Golden Legend, p 518) Value hes m the present, in 
the very act of doing, or becoming ‘Act — act in the hving 
Present'’, he says {A Psalm of Life, p 3) And again 

Hast thou e’er reflected 

How much hes hidden in that one word, now"^ 

{Victorian) Yes, all the awful mystery of Life' 

The Spanish Student, p 83 ^ 

He staves to give us the very Gospel of Value’s imrnanence 

No endeavour is in vain, 

Its reward is in the doing. 

The Wind over the Chimney, p 535 

Let us not be misled Longfellow is too much a behever in the 
objects of human activity, for the fire of presentness to penetrate 

Italics m the text 
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his poetry, except, let us say, to a certain extent Also, in ‘The 
Masque of Pandora’, he stigmatizes the hngermg m the present, 
which he calls ‘daUiance’ (p 689) and emphatically opposes it to 
useful work (p 693) 

The present, m fact, is ever transcended (cf The Spanish 
Student, p 78) But, agam, there is in this transcendmg the present 
— as conceived by Longfellow — an immanent value ‘Work is 
prayer’, he says (Mic/iael Angelo, I, p 789) He wants to go to the 
bottom of hfe’s earnestness and reahty, and by saying that life is 
‘real’ (A Psalm of Life, p 3) he certainly does not mean that its 
bemg ‘real’ depends only or chiefly on transcendent and non- 
present reahties He extols renewal through action and through 
(intimate) faith {The Sifting of Peter, p 765), ‘patient endurance’ 
[Evangeline, II, 1, p 158), stern effort, ‘endless endeavour’ [The 
Masque of Pandora, VI, p 694, cf Excelsior, p 66 , Ultima Thule, 
Dedication, p 759 ‘The unendmg, endless quest’) In the ebb and 
flow of time he feels and depicts a strange and deep urge which 
ever exceeds the present moment and its actual InjSmte (cf 
below, § 7) 

3 In his poem ‘Weanness’, he is thinkmg of children — ^the 
long way they have to walk, the strength, and the freshness, and 
the marvellous faith, m their budding souls (p 320) Whenever 
he speaks of children, Longfellow comes, in the most genume 
way, m contact with hfe as an original prmaple He does not 
trace their untaught grace and wisdom either to ante-natal exist- 
ences, or to a transcendent power Let us refer, for instance, to 
the poem begmnmg 

Come to me, O ye children' 

For I hear you at your play. 

And the questions that perplexed me 
Have vamshed qmte away 

Ye open the eastern windows. 

That look towards the sun, 

Where thoughts are singing swallows 
And the brooks of mornmg run 
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Cf also The Open Window, p i88, My Lost Youth, p 308, The 
Childrens Hour, p 317 He compares children to the leaves of a 
tree 

Ere their sweet and tender jmces 
Have been hardened into wood, 

Children, p 316 

Cf The Golden Legend, VT, p 520 
With reference to the intelhgence of children, the followmg 
passage, translated from the Swedish of Bishop Tegncr, no doubt 
expresses and sums up Longfellow’s convictions as well It says 
that 

subhimty always is simple. 

Both in sermon and song, a child can sei2e on its meamng 
The Children of the Lord’s Supper, p 54 

4 There are philosophers who claim that there is no value of 
universahty, and therefore no moral value, in affections Certainly 
there is no such value m so far as affections turn into the expres- 
sion of exclusiveness and pride But their very principle hes m 
commumon, self-surrender, mutual understanding — that is to 
say, in a feehng which is essentially generous at its disclosing, and 
which imphes the transcendency of form and self It contains 
an actual value of infimty, which only in qmte an arbitrary way 
can be sundered from umversahty m its highest ethical meamng 
These philosophers hold in their mind an abstractly objective 
scheme of umversahty, which may have something to do with 
the pride of an all-controlhng will, but very httle with love, or 
even with reason’s deepest claim for all-inclusive reahty The 
error, I am convinced, not only violates the use of language — 
according to which the word ‘love’, in its fuU meamng, is re- 
ferred to affections, and not only to the golden rule of charity, 
but It IS a blasphemy both agamst affections and against the spirit. 
It IS, above all, a gropmg in utter darkness The philosophy of 
the poets, as I would call it, or the prevaihng philosophy, im- 
phcit or exphcit, among them, abhors such a view And in this 
connection, Longfellow’s poetry so much the more deserves our 
attention, for the holiness of affections is in his poetry a dormnant 
motive-value And also, it would be worth while watching how 
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mhis poems this intimate value of ajffections blends, as expressing 
fundamentally one and the same reality, with that of self-abnega- 
tion and duty 

Many poems of Longfellow ought to be quoted in this con- 
nection These hnes may recall to our mind many more passages 
or poems, they show a moment of vivid affection, in which 
humbleness and gentle pride umte 

He hears his daughter’s voice 
Singing in the village choir, 

And It makes his heart rejoice 

The Village Blacksmith, p 6i 

And these dedicatory words are no less evocative of one of the 
main sources of his poetry 

Ye who beheve m affection that hopes, and endures and 
IS patient, 

Ye who beheve in the beauty and strength of woman s 
devotion, 

Evangeline, 142 

5 The ‘Song of Hiawatha’ lends itself to the reahzation of 
Longfellow’s ideal concept of poetry, namely, to the expression 
of simple truths, capable of being, through their spiritual founda- 
tion, universally understood — even among uncivihzed nations 
Readers of to-day, who follow the fashion, may find too obvi- 
ous, for instance, the following passage, m which the tightemng 
of a bond of love is described 

Only Owenee, the faithful. 

Saw your naked heart and loved you 

The Song of Hiawatha, XII, p 241 

Yet the meaning of the word ‘naked’, as here used, is not easily 
exhausted 

Let us consider from the same point of view the following 
passage from ‘Evangehne’ A prejudiced reader may object that 
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the idea that love is infinite — ^all-comprchensive, all-discounting 
— ^in the present moment, is too old and well known In fact it 
may be so as an abstract idea, abstractly asserted But as a value 
of inward truth, as a moment of hfe, poetically, i e , creatively, 
hved through, spiritually concrete, it is always new and reveahng 


Gabriel I be of good cheer ' for if we love one another 
Nothmg, in truth, can harm us, whatever mischances 
may happen' 

Evangeline, I, 5, p 155 


6 The feeling of the infimte as conveyed by the image of 
night blends with a feelmg of mtimacy — 

We sat and talked until the mght. 

Descending, filled the httle room. 

Our faces faded from the sight. 

Our voices only broke the gloom 

The Fireside of Driftwood, p 184 


It blends with a feehng of sadness and anguish — 


In the dead of the mght she heard the disconsolate 
rain 


Evangeline, I, 4, p 153 


It allows for a wider and deeper sense or grasp of reahty, for 
a view more confident and serene, and it fits in with the awaken- 
ing of memories and affections — 


When the hours of Day are numbered, 

And the voices of the Night 
Wake the better soul, that slumbered, 

To a holy, calm dehght. 

Then the forms of the departed 
Enter at the open door. 

The beloved, the true-hearted. 

Come to visit me once more. 

Footsteps of Angels, p 5 

It blends with a feehng of joy, which Melancholy tempers and 
widens — 
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Silently one by one, m the infinite meadows of heaven, 
Blossomed the lovely stars, 

Evangeline, I, 3, p 150 

And, m a richer image, it merges into love itself, while, at the 
same time, it forms out of itself its object m the shape of the Night, 
the Beloved — 

I felt her presence, by its spell of might, 

Stoop o’er me from above. 

The calm, majestic presence of the Night, 

As of the one I love 

Hymn to the Night, p 3 

7 This same ongmal power of wide mdetermmacy, which the 
night expresses especially through the medium of space, acquires 
a distinctly new quahty while reahang itself in and through 
time It acquires this new quahty first a parte subjecti, masmuch 
as the temporal direction is coessential with the mental synthesis, 
with form-m-the-makmg, with self-actmty Moreover, practi- 
cal and ethical problems, involving the future, both quahfy and 
enhance this feehng itself Undoubtedly the element of time is 
foremost in Longfellow’s thoughts External monotonous move- 
ments suggest and express a feehng of infimty and of a dim some- 
thing which is ever transcended and yet ever ongmal and present 
It IS indeed an obvious feehng, yet ontologically and poetically 
sigmficant Let us quote some passages on this subject 

Oft in sadness and m illness 
I have watched thy current ghde. 

Till the beauty of its stillness 
'* Overflowed me like a tide 

To the River Charles, p 64. 


Its woodlands were in leaf and bare agam. 

Moons waxed and waned, the hlacs bloomed and died, 
In the broad river ebbed and flowed the tide, 
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Ships went to sea, and ships came home from sea. 

And the slow years sailed by and ceased to be 

Tales of a Wayside Inn, II, p 415 

Cf Elegiac, p 763 

Turn, turn, my wheel' All life is brief. 

What now is bud will soon be leaf. 

The blue eggs m the robin’s nest 

WiU soon have wings and beak and breast. 

And flutter and fly away 

Stop, stop, my wheel' Too soon, too soon 
The noon will be the afternoon. 

Too soon to-day be yesterday, 

Keramos, pp 725, 729 

Cf also The Bridge, p 128, The old Clock on the Stairs, p 134, 
The Two Rivers, p 719 

8 But a new element, again, intervenes in Longfellow’s 
poetry, most charactenstically and sigmficantly, and enriches 
and enhances this very feehiig of infimty in and through time 
This is the thought of men’s endless generations, history felt, 
and, in the following passage, also the implicit idea of an incum- 
bent fate (for with the new tide the ship was to sail carrying the 
emigrants away from their new home) 

’Twas the returnmg tide, that afar from the waste of 
the ocean. 

With the first dawn of the day, came heaving and hurry- 
ing landward 

Evangeline, I, 5, p 157 

Cf m this connection, A Shadow, p 714, and the following 
passages 

Daily the tides of life go ebbing and flowing beside 
them, — 

Thousands of throbbing hearts, where theirs are at rest 
and for ever. 
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Thousands of aching brains, where theirs no longer arc 
busy, 

Thousands of toihng hands, where theirs have ceased 
firom their labours. 

Thousands of weary feet, wheie theirs have completed 
their jotimey' 

Id, p 173 

Love immortal and young in the endless succession 
of lovers 

The Courtship of Miles Standish, IX, p 297 

9 Few poets have found m history, from an historical and 
pohtical pomt of view, a genuine source of inspiration, and 
among these, in my opimon, Longfellow must be numbered I 
shah, quote the following passage, which seems to me to be 
written in his richest vein He symbohzes the Umon (the Umted 
States) by the ship he is describmg and, addressmg himself to 
her, he says 

Humamty with all its fears. 

With all the hopes of future years. 

Is hanging breathless on thy fate > 

Our hearts, our hopes, are all with thee. 

Our hearts, our hopes, our prayers, our tears. 

Our faith triumphant o’er our fears. 

The Building of the Ship, pp 180, 181 

It IS (I suppose) just because Longfellow is comparably less of an 
intimate and philosophical poet and is more interested in events 
in and for themselves, that we are more hkely to find m his songs 
accents of genmne poetry concermng historical and pohtical 
occurrences — ^in their very existential aspect In like manner, I 
would think, Giosui Carducci, who also was comparatively an 
externally mmded, non-philosophical poet, proved m many of 
his songs a conspicuous poet of history and, dealmg with the 
French Revolution, struck a higher note than Victor Hugo him- 
self, for Victor Hugo, I would suggest, in his poetry, was too 
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much interested in essential truth to be to the same degree ab- 
sorbed m the facts themselves 

Compare, in this connection, The Slave Singing at Midnight^ 
p 70, The Arsenal at Springfield, ^ 119 But — ^with reference to 
moral problems in general, rather than especially historical ones 
— many passages should be quoted and I regret to omit them, 
for, though they vary in artistic concentration, they are all ahke 
the expression of an harmonious mind, the enemy of cruelty and 
cowardice in all their forms, and this is far more closely con- 
nected with poetical or artistic inspiration than is generally 
maintained 


10 The poetical value (which I have many times pointed out) 
of a quahty expressed through an indefinite noun, unsupported, 
real in itself, may find illustration and confirmation also in Long- 
fellow’s poems, e g , in the last line of the following passage (it 
IS the old Viking, ‘the Skeleton in Armour’, who is speaking) 

Once as I told in glee 
Tales of the stormy sea, 

Soft eyes did gaze on me. 

Burning yet tender. 

And as the white stars shine 
On the dark Norway pine. 

On that dark heart of mine 
Fell their soft splendour 

The skeleton m Armour, p 46 


II However, it would hardly be worth while looking for 
radical truths (concermng the nature of self-activrty) revealed or 
embodied in such hvely and moving expressions as, for instance, 
the following — ^in a passage from ‘The Couitship of Miles 
Standish’, in which Longfellow speaks of letters which ‘will go 
by the May Flower’, 

Homeward bound with the tidings of all that terrible 
winter, 
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Letters written by Alden, and full of the name of 
Priscilla, 

Full of the name and the fame of the Puritan maiden 
Priscilla' 

The Courtship of Miles Standish, I, p 275 

Indeed Longfellow excels in narrative poetry, where he recol- 
lects and revives, in a few simple words, persons and places, 
moments and gestures No doubt his narrative poetry is creative, 
rather than descriptive, creatively absorbmg the subject, preg- 
nant with It Yet, in many of his images, a poetical value must 
be admitted, in which the concepts we are mvestigating, though 
present, have no special relief 



chapter XII 


ALFRED TENNYSON 

1808-1892 

THE WORKS OF ALFRED LORD TENNYSON Macmillan, 1900 (Com- 
plete Edition, first printed 1894) 


I An intense unsatisfied longing, a bleak despair, and, on the 
other hand, ‘a glowing and growing hght’, magnificence of 
colours, a culmination of joy, strike us as characteristically co- 
existent in Tennyson’s poetry The moment of indeterminacy 
hes in the ‘dim’ and ‘dark’ dawn and subsists no less in the loud 
voices of the day and in its winged hopes and joys An incum- 
bent immensity makes incomparably more real, and purer, the 
birth of joy (that is to say, oiform, born as it were of an abysmal 
depth), while yet coexisting with it and, in a sense, obscuring it 
Let me quote the following passages 

Risest thou thus, dim dawn, again. 

So loud with voices of the birds. 

So thick with lowings of the herds. 

In Memonam, XCIX, p 275. 

Silence, beautiful voice' 

Be still, for you only trouble the mind 
With a joy in which I cannot rejoice, 

A glory I shall not find 

Maud, V, 3, p 291 

Then let come what come may 
To a life that has been so sad, 

I shall have had my day 

Id , XI, 2, p 294 
232 



ALFRED TENNYSON 

O when did a morning shine 
So rich in atonement as this 
For my dark-dawmng youth, 

Id , XIX, 2, p 298 


And thus a dehcate spark 

Of glowing and growmg hght 

Kept Itself warm in the heart of my dreams. 

Id , VI, 3, p 291 

haunted by the starry head 
Of her whose gentle will has changed my fate. 

Id, XVin, 3. p 297 

2 A qmte different relation between form and mdeterminacy 
IS found, when form is merged in a comparatively formless and 
wider moment, or completely identified with it We are then 
confronted with the same concept of death-hke extmction, of 
which we well know the inexhaustible poetical power We find 
It expressed also, and most happily, m Tennyson’s poems 

For a breeze of morning moves, 

And the planet of Love is on high, 

Beginmng to famt in the hght that she loves 
On a bed of daffodil sky. 

To famt in the hght of the sun she loves. 

To famt in his hght, and to die 

7 d,XXn, 2, p 300 

And all the mermen under the sea 
Would feel their immortahty 
Die m their hearts for the love of me 

The Mermaid, II, p 20 

It IS m the very act of bemg born anew — and this through the 
destruction of his particular self, and so much the more of his 
‘immortahty’* — ^that the lover discovers whatever there is of 
primal and mfimte m the formative prmciple itself The beloved 
— ^the Mermaid — is conscious of this infinite, of which she is the 
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cause, and is pleased with it She plays the role of the vital form 
Thus also in the following hnes 

She, looking thro’ and thro’ me 
Thoroughly to undo me, 

Smihng, never speaks 
So innocent-arch, so cuiimng-simple, 

Lilian, n, p 6 

These are most essential motive-values They are both poeti- 
cally and ontologically, ultimately, real They are not small 
truths 

3 Indeterimnacy as the moment of the soul’s infimte intimate 
demand, or want, or dissatisfaction, is directly expressed m and 
for Itself, without relation to form, in the hnes 

Tears, idle tears, I know not what they mean. 

Tears from the depth of some divine despair 

The Princess, a Medley, IV, p i86 

It IS imphatly represented and acutely felt as a reahty which, in 
so far as we know or understand, is original, and ultimate, and 
at the same time is a problem — or a mystery 

4 Yet, in the depth of the actual cause, distinctions (about its 
aspects and modahties) can hardly be drawn There is an essen- 
tial key-note, m which ‘day’ and ‘night’ no longer intermingle, 
or no longer merge one into the other, but are in fact one and 
the same reahty Night is but a wider day Things are half-lost 
in their quahties, and these converge into one common prm- 
ciple, one essence, one form — a subtle web of virtual powers 
Is there anything more real — ^from a subjertive and ontological, 
not merely practical point of view — ^than this shadpwy light, m 
which the two moments of the one principle absolutely com- 
cide^ This accounts m part for the poetical reahty of the folio wmg 
hnes 

You love, remaimng peacefully. 

To hear the murmur of the strife, 

But enter not the toil of hfe 
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You are the evening star, alway 

Remaining betwixt dark and bright* 

Lull’d echoes of laborious day 

Come to you, gleams of mellow light 
Float by you on the verge of mght 

Margaret, II, p 21 

5 Tennyson feels deeply that aU things {qua sensed) point 
unceasingly to one and a simple cause — which ‘the senses mix’, 
‘the passions meet’, and from which they ‘radiate’ This is, as I 
maintain, the very pnnciple of umty and creativeness I am speak- 
ing about — an ever-original freedom, in which we know both 
mdeterminacy and form as the twofold aspect of one irreduable 
reality In this luminous centre all values and shades of values now 
‘nux’, now ‘meet’ — 1 e , they are identified with each other, they 
unite — and now, in their ‘extremes’, vitally interplay 

Wild bird, whose warble, hquid sweet, 

Rings Eden thro’ the budded quicks, 

O tell me where the senses mix, 

O tell me where the passions meet. 

Whence radiate fierce extremes employ 
Thy spirits in the darkemng leaf. 

And m the midmost heart of gnef 
Thy passion clasps a secret joy 

In Memonam, LXXX, p 271 

It seems to me that we may recogmze m these Imes most un- 
mistakably the man Tennyson, and his poetry, and his philo- 
sophy There his distinct philosophical contribution hes — and 
not, or to a far lesser degree, m the allusions to rehgious prob- 
lems which we frequently find m his poems and in his conversa- 
tions, as related m the valuable volumes by his son Hallam ^ 
Indeed Tennyson, as regards bs typical philosopbcal position, 
might be misjudged (cf below, § 14), but, m these quoted hues, 
pointmg (in a dubitative form) to a supreme knot of values m 
subjective activity, there is expressed a central and harmomzmg 

1 Alfred Lord Tennyson A Memoir, by his son 2 vols Macmillan, 1897 
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thought, which m fact tempers and enhghtens all his utterances, 
and his very hfe Moreover, we find ourselves here more surely 
wi thin the competence of poetical msight 


6 The following image contains the description of the death 
of a lamh — through the poet’s deep identification with it* 

And m the flocks 
The lamb rcjoiceth in the year. 

And raceth freely with his fcie. 

And answers to his mother’s calls 
From the flower’d furrow In a time. 

Of which he wots not, run short pains 
Thro’ his warm heart, and then, from whence 
He knows not, on his light there falls 
A shadow, and his native slope. 

Where he was wont to leap and chmb. 

Floats from his sick and filmed eyes. 

And something in the darkness draws 
His forehead earthward, and he dies 
Supposed Confessions of a Second-rate Sensitive Mind, p 5 

We seem to get near to hfe’s first and last element — to know as 
It were naked hfe, and to know it m its widest aspects, univer- 
sally charactenzed and not merely human (cf Chapter I, § 19) 
At the same time, through this our intimate identification with 
widely differing forms of hfe, an ethical value of umversality 
also is ehcited, namely, the pity for the innocent blood Though 
Tennyson here means to say that the lamb has no foreknowledge 
of his death and suffers only ‘short pains’ 

7 As regards the resemng of the quahtative element from the 
subordmate place which prose tends to give it — ^while propping 
It upon a thing (1 e , upon an objectively conceived existent, either 
material or ideal), the following passages may be quoted 

[he] remember’d one dark hour 
Here in this wood, when hke a wounded hfe 
He crept mto the shadow 

Enoch Arden, p 130 
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The word ‘hfe’ is not supported by an objectively conceived 
thing, rather it supports the partiaple (‘wounded’) Its very in- 
determinedness enhances its meaning 

Maud the dehght of the village, the nnging joy of 
the HaU, 

Maud, I, i8, p 288 

‘Joy’ is not a thmg, either matenal or ideal, deterinmed, non- 
potential It IS not a general, abstract noun It is a concrete univer- 
sal, m which the subjective moment (m its inexhaustible mean- 
ing) IS powerfully, though only implicitly, asserted 

8 ‘A maiden’ is represented ‘in the day’ ‘when first she wears 
her orange-flower’, 

when crown’d with blessmg she doth rise 
To take her latest leave of home, 

And hopes and hght regrets that come 
Make April of her tender eyes. 

And doubtful joys the father move. 

And tears are on the mother’s face. 

As partmg with a long embrace 
She enters other realms of love. 

In Memonam,XL,-p 257 

The perfectly adequate expression, however essential, would be 
of no avail, were it not that, by means of it, many a highly m- 
deterirunate value — expressed for its own sake only — and the 
doubtful transition from one afiection into the other, are made 
present and self-sufficient These give the passage spiritual hght- 
ness and breadth 

9 As an example of an image which some may assume to 
possess ‘as an image’, and only as such, its poetical value, let us 
quote the following 

Side by side beneath the water 
Crew and Captam he, 
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There the sunht ocean tosses 
O’er them mouldermg, 

And the lonely seabird crosses 
With one waft of the wing 

The Captain, p ii6 

But here we are suddenly made aware of a reality jof ultimate and, 
probably, of cosmic significance — ^which surely we would not 
know at the simple view of the landscape itself The ‘one waft 
of the wing’ depicts not only the bird, but thought’s swift power 
of synthesis, its transparency, at once infinite and circumscribed 


lo The following passages are directly concerned with the 
concept of freedom 


His resolve 

Upbore him, and firm faith, and evermore 
Prayer from a hving source within the will, 

Enoch Arden, p 137 


Freedom (if the ‘living source’ is meant to describe it) hes deeper 
than dehberate will It hes ‘within the will’, it constitutes and 
sustains it And there is in freedom humihty (a value of um- 
veisahty) — ^if ‘prayer’ means hurmhty 


Your pnde is yet no mate for mine. 

Too proud to care from whence I came 

Lady Clara Vere de Vere, p 49 


‘Pnde’, in the first hne quoted, is prejudice, m the second hne 
(cf ‘too proud’) It IS hfe original, creative, possessing in itself 
value, responsible for it, reacting agamst derivative causes, over- 
coming them, in one word, free 

The man should make the hour, not this the man. 

Queen Mary, 11 , 2, p 600 

This IS hardly to be reconciled with the too easily asserted and 
qmte uncritical point of view, which denves everything from 
heredity and surroundings, and leaves nothmg to mdividual 
beings — ^nothmg to man’s bona fide opimon that he contnbutes 
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something, however httle, to the course of events and to his 
own behaviour Freedom — a value of potency, as I understand it, 
unpredictable, opposing sheer conditionahty — vs a fundamental 
factor m history Moreover, it is desirable that it should be so 
(cf ‘should make the hour’) if consaence, spirit, are to be saved 

Should banded umons persecute 
Opimon, and induce a time 
When smgle thought is avil crime. 

And individual freedom mute, 

Tho’ Power should make from land to land 
The name of Bntam trebly great — 

Tho’ every channel of the State 
Should fill and choke with golden sand — 

Yet waft me from the harbour-mouth, 

‘You ask me, why, tho’ ill at ease’, p 64 

Cf Oie on the Death of the Duke of Wellington, p 220. Compare 
Chapter VIII, § 7 

Tennyson means also to prove inferentially that freedom is a 
reality Were it not so, he pomts out, remorse would be but a 
he. Nature herself a har (T/ie Promise of May, II, p 789) On the 
other hand, he does not consider freedom as the thmg intelhgible 
par excellence, the key to our mental values, rather he sees in it 
somethmg obscure, or mysterious (cf In Memoriam, Prologue, 
p. 247 ‘Our wiUs are ours, we know not how’) He is inchned 
to connect it with a transcendent world Yet he does not make 
It at aU an unknowable reahty 

II The foUowmg passages are of special mterest as regards 
truth, either in,tnnsic or external, and the very pnnaple of truth, 
and the poet’s task with reference to it 

To search thro’ all I felt or saw. 

The sprmgs of hfe, the depths of awe. 

And reach the law withm the law . 

The Two Voices, p 32 


239 



ALFRED TENNYSON 


but what am P 
An infant crying m the mght 
An infant crying for the hght 
And with no language but a cry 

In Memonam, LIV, p 261 

There hves more faith m honest doubt, 

Beheve me, than in half the creeds 

Id , XCVI, p 274 

One shriek of hate wouldjar all the hymns of heaven 

Sea Dreams, p 160 


Here, m the last hne quoted, the common principle of charity 
and of truth (cf Chapter VTII, § 9) reveals itself The moment 
of truth and love mdistmgmshable is expressed, agam, in the 
passage 

. in her heart she yearn’d incessantly 
To rush abroad all round the httle haven. 
Proclaiming Enoch Arden and his woes, 

Enoch Arden, p 138 


Tho’ truths m manhood darkly join. 

In Memonam, XXXVI, p 257 

Cf above, § 5 

Where truth in closest words shall fall, 
truth embodied in a tale 
Shall enter m at lowly doors 

Id, id 


The tales of Tennyson contain in fact these ‘truths’, not as an 
object of teaching (though the idea of vmdicatmg them cannot 
be sundered from their expression) but as an immanent cause 
of his poetry These ‘truths’ are original spiritual values — ^in their 
conflict with conventionahty, idolatry, absurdity and bhnd 
pnde They formed m fact the vital leaven of the hterature, 
espeaally the novels, of the last century (indeed of all time, but 
m this respect the mneteenth century is unparalleled — ^if we 
except only the Gospels) 
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12 A vision of the Spnng, in bs poem ‘Notbng will Die' 
(p 2), suggests to Teimyson the idea that Nature’s hfe will never 
cease to be, and that ‘the world was never made’— presumably 
because its ever-renewmg prmciple is too intimately character- 
ized, for Its coming into being to depend on second causes or on 
an arbitrary act of will However, the possibihty of a doubt 
about tbs seems foreshadowed 

I dream’d there would be Sprmg no more, 

That Nature’s ancient power was lost 

Jrt Memonam, LXIX, p 264 

Yet the passage is not especially concerned with tbs problem 
Rather it seems to reflect, m its poetical value and reahty, a 
feehng which we find sometimes expressed m Tennyson’s poems 
— the fading away of memories {Id , Cl, p 276), the losmg of 
our hold on hfe (cf Aylmer's Field, p 151, cf also above, § 6), 
a ‘weird’ unreahty of things (cf The Princess, a Medley, V, 
p 203) 


13 He IS confident about there being a meanmg in history 
and m nature’s fierce processes (if the foUowmg hne represents, 
as It seems, bs own view) 


Yet I doubt not tbo’ the ages one mcreasmg purpose 
runs. 


Locksley Hall, f loi 


Compare the last hnes of ‘b Memonam’ — ^where a less imman- 
ental conception of evolution is expressed 


And one far-off divine event. 

To wbch the whole creation moves 

In Memonam, CXXXI, p 286 

On the other hand it is remarkable how Tennyson finds crude 
and forcible expressions also to depict the darker aspect of hfe 
and nature and for the fearless (however, m bs view, only pro- 
visional) interpretation of their meanmg 
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Are God and Nature then at stnfe, 

That Nature lends such evil dreams? 

So careful of the type she seems, 

So careless of the smgle hfe, 

I stretch lame hands of faith, and grope, 

‘So careful of the type?’ but no 

From scarped chflf and quarried stone 
She cnes, ‘A thousand types arc gone 
I care for nothmg, all shall go 
Thou makest thme appeal to me 
I bring to hfe, I bring to death 
The spmt does but mean the breath 
I know no more ’ 

In Memonam, LV, LVI, p 261 

‘What hope’, then, ‘of answer, or redress’, for him 

Who trusted God was love indeed 
And love Creation’s final law ? 

Id, LVI, p 261 

For nature is one with rapine, a harm no preacher can 
heal. 

The Mayfly is torn by the swallow, the sparrow spear’d 
by the shrike. 

And the whole httle wood where I sit is a world of 
plunder and prey 

Maid, IV, 4, p 290 


But pity — the Pagan held it a vice — was in her and in me. 
Helpless, taking the place of the pitying Godrhat should 
be I 

Pity for all that aches in the grasp of an idiot power. 

Despair, VUI, p 545 

The last hnes quoted are meant to refer to the ‘God’ of a ‘fatal- 
istic creed’ {Id , IV, p 545) , yet this hmitation could hardly 
destroy their force Value (‘pity’) is here asserted in its immanent 
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character, so much the more through its ‘helplessness’ In the 
foUo-wmg passage, King Arthur sees that his realm ‘reels back 
mto the beast, and is no more’, and (referrmg to God) he says 

I found Him in the shimng of the stars, 

I mark’d Him in the flowenng of His fields, 

But in His ways with men I find Him not 

Idylls of the King, The Passing of Arthur, p 467 

14 A transcendent interpretation of the supreme reahty — con- 
ceived as exceeding our possibihties of knowledge, and as of a 
qmte different nature from ours, though spiritual — ^is suggested 
in the following passage 

Earth, these sohd stars, this weight of body and hmb. 

Are they not sign and symbol of thy division from Him^ 

The Higher Pantheism, p 239 

Compare, however, in the same poem 

Closer IS He than breathing, and nearer than hands and 
feet 

Jd,p 239 

Tennyson seems to be inchned to admit that the supreme 
reahty entirely transcends value, as we know it He defimtely 
opposes reason and knowledge to faith, and ‘senses’ to the ‘soul’ 
(cf , e g , Idylls of the King, To the Queen, p 475) He is not eager 
to bring to a fuller sigmficance the terms ‘reason’, ‘knowledge’, 
‘vision’, ‘sense’ — to rescue them from their weaker meaning, to 
acknowledge the clam for truth which hes deep in them A highly 
conservative mstmct seems to he m his transcendentahsm He 
demes time’^i ultimate reahty (cf The Ancient Sage, p 549) And 
this, I presume, is not without connection with the fact that time 
represents, in his view, above all transitormess and decay (cf 
Id , id) He says that ‘deed and song’ are ‘in vain’, unless we 
admit the immortahty of the individual (‘except the man him- 
self remain’, cf Epilogue, p 570) Personal immortahty IS fore- 
most m his thoughts Yet it would be wrong to regard him as 
a typical representative of that mental attitude m which transcen- 
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dentalism, as is often the case, joins with a strongly ethical- 
utilitarian view, conservative and anthropocentric In his rich 
personality — and also in that of his hero. King Arthur — this one- 
sidcdness does not appear (Cf above, §§ 5, 10 and ii ) Deep 
self-obliviousness inspires his verse Moreover, views of decidedly 
immanental character are also expressed in his poems 

The man, that only lives and loves an hour. 

Seem’d nobler than their hard Eternities 

Demeter and Persephone, p 846 

It may be noticed that this poem is, we may assume, one of his 
latest — ^pubhshed in 1889, and the following belongs to the same 
period 

If the lips were touch’d with fire from off a pure Pierian 
altar, 

Tho’ their music here be mortal need the singer greatly 
care^ 

Other songs for other worlds^ the fire within him would 
not falter. 

Let the golden Ihad vanish, Homer here is Homer there 

Parnassus, p 872 

Yet again, this idea, namely that his laborious days leave not 
a rack behind them, does not entiiely satisfy the poet — nor the 
very soul of song The poet, as Tennyson represents him, wants 
to hope that his work may bear ‘further thought and deed’ 

having sown some generous seed, 

Fruitful of further thought and deed, 

To pass, when Life her light withdraws, 

The Two Voices, p 32 
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EMILY JANE BRONTE 

1818-184.8 


THE NOVELS AND POEMS OF CHARLOTTE, EMILY, AND ANNE 
BRONTE, ‘The World’s Classics’, Oxford University Press, 1933 
(first edition, 1906) 


We cannot be satisfied by saying that infinity is most forcibly 
expressed in the last poem of Emily Bronte — ^it is there in its 
full reahty 

O God within my breast. 

Almighty, ever-present Deity' 

Vain are the thousand creeds 
That move men’s hearts unutterably vain. 

Worthless as withered weeds. 

Or idlest froth amid the boundless mam. 

To waken doubt in one 
Holding so fast by thme mfimty, 

‘No coward soul is mine’, II-IV, p 406 

The reahty which is expressed by the word ‘infinity hes ulti- 
mately in the 'deep intrinsic nature, felt as such, of an ongmally 
active prmciple And it is this deeply felt intrinsicahty that con- 
stitutes the very foundation of Emily Bronte s conviction that 
this active prmaple, as she says m the last stanza of the poem, will 
never cease to be 

The two lines immediately foUowmg the passage just quoted 
might lend themselves to an mterpretation which, in my opimon, 
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would not be consonant with the poem itself in its entirety, I 
mean the words, 

So surely anchor’d on 
The stedfast rock of immortahty 

Id, IV 

(Cf also stanza II, ‘As I — undying Life — stanza VI, ‘Every 

existence would exist in Thee’ ) These lines could be interpreted 
in the sense that Emily Bronte had there in view the endless sur- 
vival of the individual, rather than the ‘immortahty’ of God or 
indeed of a Creative Principle, with which she feels herself iden- 
tified I think that such allusion to a Personal Immortahty would 
be qmte out of tune with the immense afflatus of the poem No 
doubt man’s survival after bodily death constitutes a subject 
worth reflection and careful study, but there she is identified with 
a higher reality 

With wide-embracing love 
Thy spirit ammates eternal years, 

Pervades and broods above, 

Changes, sustains, dissolves, creates, and rears 

Though earth and man were gone. 

And suns and universes ceased to be. 

And Thou wert left alone. 

Every existence would exist in Thee 

There is not room for Death, 

Nor atom that his might would render void 

Id, V-VII, p 407 

The problem we are chiefly concerned with is this Can the 
creative principle, of its own accord, cease to be^ My opinion is 
that It cannot ^ It can always, in each of its moments or realiza- 
tions, be more or less And in fact all its intrinsic aspects are 
characterized by the actual value of this very possibility But, on 
the other hand, it arises immediately as a need to be It aspires. 
It tends intrinsically, to be And this qualification — ^this vocation 
to be — ^is not a hmit but the very soul of freedom 
But, if this creative and ever-po^en^^a^ hfe is bound, by hfe’s 

^ Cf my work U concetto deW tndeterminazione, §§ 56, 58 
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original freedom itself, to a kind of immortality — ^what does 
that matter’ Why that feehng of glory in our bemg identified 
with It’ 

What IS Its Destiny’ Could it not, m given conditions, sufifer 
degradation or actually cease to be — ^and hopelessly begin agam 
and agam’ Or who says it could not, for mstance, in this world 
of ours, or m the umverse, have only attamed the level of a 
perhaps unambitious vegetable hfe’ 

And yet, on the other hand, once we admit this original 
quahty of being — ^which contains withm itself the very prmaple 
of mteUigence, and is actually a cause in natural processes — ^who 
can set hunts to its power’ And — shall we presume that we are 
the highest form of mteUigence m the umverse, or on this planet’ 
However this may be, Emily Bronte’s poem testifies that the 
source of this glory, and of her faith, hes m the creative power 
Itself 

Her faith is not warranted by anything external Can it be 
deceptive’ It may be that it maintains less than it promises, or 
than we expect But it is not an lUusion Her faith is shown, m 
this poem, as that which has its source m the mmost nature of an 
originally active prmciple It is the subject of poetical insight — 
and It IS disclosed as being bom of the feehng of a primal and 
intrinsic character of mental activity To refer this feehng to 
economic or social or subconscious or physiological causes 
would be sheer idolatry, and crass ignorance, unless firstly the 
logical and poetical fertihty of this supposed tlluston were closely 
investigated and explained or discounted 

The inward experience of the active principle as original and 
self-characterized, and, m a sense, self-necessary, does not prove 
Its etermty and its umversality de facto— hut compels us to assume 
them as highly reasonable hypotheses Agam, this rich and most 
powerful charactenzation does but dimly enhghten us as to 
future events and destimes But it would be qmte unjustified to 
maintain that this feehng of somethmg primal and mtrmsic and 
creattve in mental activity is concerned only with mward reahty 
and value, and has no legitimate beanng on cosmological 
problems. 
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GEORGE MEREDITH 

1828-1909 


THE POETICAL WORKS OF GEORGE MEREDITH, Constable, Lon-- 
don, 1928 (first published 1912) 


I It IS by stripping life of anything either distinctly human, or 
superhuman and un-earthly, that Meredith thinks he can reach 
and giasp it in its very principle, in its deepest spontaneity, the 
more surely and the more widely He seeks actualization — as a 
primal force — ^in a quite elemental contact with matter, as far as 
possible, in its nudity, free from all accretions This may be 
recogmzed, for instance, in the expressions 

Of the yearning to touch, to feel 

The dark Impalpable sure, 

A Faith on Trial, p 354 

The greed to touch, to view, to have, to hve 

Earth and Man, XVIII, p 242 

His breath of instant thirst 

Id,^IV, p 240 

The role of the material frame of this world of ours in all 
spiritual utterances, or achievements, is emphasized 

love gams 
Vitahty as Earth it mates, 

The Thrush tn February, p 331, 
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3 Meredith extols colour and sees spirit m it This fits in with his 
grateful and passionate exaltation of nature or of the ‘Earth’ in 
Its visible aspects, no less than with his immanental conception 
He says about colour almost the same thing as Shakespeare about 
music {cf Chapter I, § 29) (‘He’, in the following passage, 
means ‘colour’ ) 

He IS the heart of hght, the wing of shades. 

The crown of beauty never soul embraced 
Of him can harbour unfaith, soul of him 
Possessed walks never dim 

Hymn to Colour, Vni, p 363 

Colour represents here, is identified with, the maximum of ex- 
pression To bring the grey to the height of colour means an 
mtense contemplative attitude, value immanent, a dismterested 
joyance m the medium of expression Colour lends itself admir- 
ably to constituting, at one and the same time, (i) realization, 
form ‘he’ (colour) is ‘the soul’s bridegroom’ (cf Id , VI), 

He gives her homehness in desert air. 

Id , VII, p 363 

and (2) indeterminacy, infimty ‘he’ ‘throbs rapture’ 

near an end that aye recedes. 

Because his touch is infinite and lends 
A yonder to all ends 

Ji,vn, p 363 

The employment of colours m Meredith’s poetry is especially 
remarkable 

Nor had saffron and sapphire and red 
* "Waved aloft to their sisters below 

The Day of the Daughter of Hades, III, p 206 

(‘their sisters’ these colours as reflected m the lake at the first 
dawn of day ) 

This Earth of the beautiful breasts, 

Shinmg up in all colours aflame, 

A Faith on Trial, p 35° 
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Sent the word Liberty up to meet the rmdway blue, 

The Revolution, III, p 469 

3 The immanent causal principle is conceived and seen by 
Meredith, all through hving nature, above all as cieative joy He 
says about Nature (‘she’ lefers to ‘Nature’ ) 

Seeing she hves, and of her joy of life 
Creatively has given us blood and breath 
For endless war and never wound unhealed. 

Seme and Spirit, ^ 182 

In the line, 

O skylark^ I see thee and call thee joy ^ 

To a Skylark, p 55 

joy’ does not stand for a composite concept, nor for something 
meiely derivative, a mere result, it means a reality which is to be 
found again and again in its different forms, chaiactcrizmg them, 
a reality ex principw (cf below, § 5) 

4 The concept of mwaid or immanent purposivenei>s is vividly 
pointed out 

So flies desire at view of its delight, 

Ode to Youth in Memory, p 404 

The object of our action (as here represented) is not an extrinsic 
object, It is not an object at all It (namely, this ‘delight’) is the 
real active subject In nature’s liveliest spontaneity, the subject 
and the object — ^1 e , the ‘desire’ and the ‘delight’ — ^liave no 
distinct existence 

I chanced upon an early walk to spy 
A tioop of children through an orchard gate 
The boughs hung low, the glass was high. 

They had but to lift hands or wait 
For frmts to fill them, fruits were all their sky 

They shouted, running on from tree to tree, 

And played the game the wind plays, on and round 
’Twas visible mvisible glee 
Pursuing, 

The Orchard in the Heath, p 238 
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We cannot ultimately distinguish the ‘visible’ from the ‘m- 
visible glee’ and claim that the former, the ‘visible’ and ‘pur- 
suing’ glee’ IS the only acting subject they are identified one 
with the other, as forms or moments of the same original cause, 
free of, unburdened -with, the subject-object-means distinction 
In the bare effort to attain a defimte given object, dead, ab- 
stract, bereft of original value, m the abstractly purposeful 
attitude of mind, life’s profound spontaneity fails to be found. 
Its source and its greatness are lost sight of, are absent The im- 
manent final cause m life’s activity is not described by the ‘goal’, 
or by the ‘aim’, but by a ‘goad’ which is at the same time a 
‘lure’, and by a ‘trust’, and an ‘aspiration’ 

Life IS both a lure and goad 

The Three Singers to Young Blood, p 237 

I fled nothing, nothing pursued 

The changeful visible face 

Of our Mother I sought for my food. 

Bore hfe for a goad, without aim 

A Faith on Trial, pp 349, 350. 

Spirit raves not for a goal 
It trusts. 

Uses my gifts, yet aspires. 

Dreams of a higher than it 

Id, p 359 

Compare also ‘The Wild Rose and the Snowdrop’ 

Twin-born, albeit their seasons are apart. 

They bloom together m the thoughtful heart, 

• 

For each, fulfilhng nature’s law, fulfils 
Itself and its own aspirations pure. 

Living and dymg, letting faith ensure 
New hfe when deathless Sprmg shall touch the hills 
Each perfect m its place, and each content 
With that perfection which its being meant 

The Wild Rose and the Snowdrop, p 8 
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The 'balm* of ‘Earth’s primary heart at its active beat* is 

simple as morn and eve 
Treasureless, fetterless, 

Alsace-Lorraine, p 506 

This image is born of and describes the very moment of creative 
novelty (cf ‘at its active beat*), it describes this moment as 
simple, tianscendmg objective multiplicity, infinite, infinitely 
impersonal, not bound to possession (‘tieasurclcss’), not im- 
prisoned by conditions and means and, especially, by fixed, pre- 
conceived thoughts and ends (cf ‘fetterless*) 

He asks Nature to teach him to love the transient ‘season’ dis- 
interestedly, to find his life justified, supported and thoroughly 
explained by it — and by the innermost faith which lies deeply in 
nature herself 

Gieat Mother Nature^ teach me, like thee, 

To kiss the season and shun regrets 

Ode to the Spirit of Earth in Autumn, p 176 

His pantheistic poetry is genuine, because it is in fuU earnest, 
and plausibly, the heahng and blessing power is attributed to 
nature, recogmzed in her 

The voice of nature is abroad 

This night, she fills the air with balm. 

Her mystery is o’er the land, 

South-West Wind in the Woodland, pp 25-26 

A thing of Nature am I now. 

Abroad, without a sense or feeling 
Boin not of her bosom, 

Content with all her truths and fates, 

Ev’n as yon strip of grass that bows 
Above the new-born violet bloom. 

And sings with wood and field 

Pastorals, III, pp 50-51 

5 However, in my opinion, value’s immanent purposiveness 
is pre-eimnently found in Art, unmixed — rather than more gen- 
erally in nature By laying stress on nature’s life, a high thought 
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of universality, ‘free of taint of personality ’ (to use Meredith’s 
words, cf The Lark Ascending, p 223), may be elicited But, on 
the other hand, we seem to find in nature a hard demiurge, 
together with the original and actual value and hostile to it Be 
this as It may, it is worth pomting out that Meredith discovers 
this very prmaple of inward purposiveness and of deep spon- 
taneity in art as well For indeed the motive-value of his poetry 
hes in It — ^in its self-expression, in its discovery — rather than m 
any subject whatever in which it may be suggested or m which 
It may be prevaihngly reahzed 

O Muse, that in all sorrows and all joys, 
Rapturous bhss and suffering divine, 

DweHest with equal fervour, in the calm 
Of thy serene philosophy, albeit 
Thy gentle nature is of joy alone, . 

The Shipwreck of Idomeneus, p 73 

The last hne, as I understand it, points — ^rather than to a general 
character of expression or form, which in themselves could not 
define art^ — to a spiritual lightness, the concept of which I have 
tried to eluadate and in which inward purposiveness, superseding 
all extrinsic processes, is the chief element * 

Then with wonderful voice that rang 
Through air as the swan’s mgh death. 

Of the glory of Light she sang. 

She sang of the rapture of Breath 


She sang of furrow and seed, 

O, the song in its burden ran pure, 

’And burden to song was a crown 
The Day of the Daughter of Hades, VIII, pp 214-15 

Meredith — ^intent as he was m expressmg and knowing a value 
of intrinsic purpose m hfe’s spontaneity — was hkely to rivet his 
attention to this word ‘burden’ in tbs meamng b fact the 
‘burden’ is at one and the same time (i) the problem, the un- 
1 Cf Chapter XVIH, § i * Cf Chapter I, §§ 30-4. and Index 
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detenmned, most comprehensive moment, contributive to the 
general thought (cf ‘ran pure’), and (2) the answer, the culmina- 
tion and justification of the song, its form pre-eminently (cf 
‘was a crown’) It means a bond — a responsibihty — which is, at 
one and the same time, the very wmg of freedom It expresses 
an infinite longing, which is born of actuahzation itself It is in- 
separably an efficient and a final cause — or neither of them, if we 
conceive them according to a merely, abstractly, objective 
scheme of reahty 

6 The formative process, which Meredith recogmzes or sup- 
poses all through the wide world of hving nature, this formative 
process ‘at its active beat’ perpetually constitutes — notwithstand- 
ing Its elementary charactei — a rich unity, a prinaple of endless 
kinships, an essential keynote preasely in the sense in which 
original causality, provided it is conceived at all, is such a umty In 
the foHowmg passage, Meredith refers to nature’s elemental 
powers, which he sees or heais, or of which he is aware, in the 
woodland 


For every elemental power 
Is kindred to our hearts, and once 
Acknowledged, wedded, once embraced. 

Once taken to the unfettered sense. 

Once claspt mto the naked hfe. 

The umon is eternal 

South-West Wind in the Woodland, p 26 

The following extracts refer to the legendary Greek physician 
and naturahst, Melampus 


For him the woods were a home and gave him the key 
Of knowledge, 

Melampus, II, p 227 

And this he deemed might be boon of love to a breast 
Embracing tenderly each httle motive shape. 

Id , III, p 227 
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Where others hear but a hum. and see but a beam. 
The tongue and eye of the fountain of hfe he knew 

Id,Ym,^ 228 

All senses jomed 

nature and song aUied 

Id , Xin, p 230 


the studious eye that reads 
In links divine with the lyrical tongue is bound 

Id , XIV, p 230 

In ‘The Lark Ascending’ the same concept-value of a never- 
failing creative novelty, which Shelley expresses m its full signi- 
ficance in his poem ‘To a Skylark’, is more analytically descnbed 
(cf hnes 8-12 of the following extract) Yet it is only with the 
last six hnes quoted that we are here espeaally concerned 

, up he wings the spiral stair, 

A song of hght, and pierces air 
With fountam ardour, fountam play, 

To reach the shimng tops of day, 

So thirsty of his voice is he. 

For aU to hear and all to know 
That he is joy, awake, aglow. 

Shrill, irreflective, unrestrained. 

Rapt, ringing, on the jet sustained 
Without a break, without a fall, 

Perenmal, 

Too ammate to need a stress. 

The starry voice ascending spreads, 

Awakening, as it waxes thm, 

The best in us to him akin. 

The woods and brooks, the sheep and kme, 

He IS, the hiUs, the human hne. 

The meadows green, 

The Lark Ascending, pp 221, 222 


Meredith lays stress on a fundamental umty of the ‘senses’ 
‘all senses joined’ {Melampus, p 230, quoted above), ‘we hear in 
seemg’ {A Garden Idyl, p 526), ‘Great artists pass our smgle 
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sense’ (Id , id ) The question however is whether this unity 
originates in a common ever-ienewing quahty, which, though 
in rudimentary forms, is found in the sensations themselves, or, 
on the other hand, depends on something which is altogether 
superadded to them I think that Meredith mclines towards the 
first conception, and this may be confirmed by the following 
passage 

Sensation is a gracious gift, 

But were it cramped to station. 

The prayer to have it cast adrift 
Would spout from aU sensation 

The Question Whither, II, p 339 

7 Indeed Nature — ^her wide and rich world, her ancient voice. 
Pan the musical god — ^has a prominent part in Meredith’s poetry, 
in his discovery and representation of an elementary beneficent 
Power, but this part must not be overestimated It is a principle 
of inner light, a qmte unambiguously subjective reahty, that 
eventually draws our attention 

Whatsoever I am and may be. 

Write It down to the hght m me, 

I have made my choice to proceed 
By the hght I have within. 

Having nought but the hght in me. 

In the Woods, 11 , pp 342, 343. 

The dream is an atmosphere. 

The scale still ascending to kmt 
The clear to the loftier Clear 
’Tis Reason herself, tiptoe 
At the ultimate bound of her wit, ' 

On the verges of Night and Day 

A Faith on Trial, p 359 

‘Dream’ stands here for the subtlest and supreme reahty of 
thought It desenbes, if my interpretation is true, creativity itself 
in Its potential, non-objectified moment, free from aU bonds (cf. 
above, § 4, the passage quoted from Alsace-Lorraine) ‘Dream’ 
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IS, m other terms, ‘reason’, ‘at the ultimate bound of her wit*, 
strivmg to transcend her very self, in order to attain the true and 
spiritual objectivity, i e , an all-inclusive identity with the real, 
exploring in the absolute new 

G M Trevelyan, though not exactly referring to this passage, 
yet, no doubt, alluding to this same reahty, essentially indi- 
visible, says that it ‘belongs to that mystenous and formless part 
of mental experience which it is the proper task of the poet in 
this workaday world to set before us m all its natural mystery, 
lest we should all of us become statisticians or dogmatists’ ^ 
These words ‘mysterious’, ‘natural mystery’, m Trevelyan’s 
argument, are justified, for they emphasize that this intensive 
something, which essentially transcends external objectivity, must 
not be explained away by behtthng it, and they seem to imply 
that we are not concerned with mere mechamcal processes It is, 
no doubt, m some sense, a mysterious reahty, but — ^it is clearness 
Itself, as Meredith says Unsophisticated people find this clearness 
— or simphcity, or infimty — actual and mtelhgible in freedom 
Itself, and they understand that it is, as G M Trevelyan pomts 
out, a fundamental reahty Externally minded critics turn up 
their noses m disdain, if the words which depict it are used 
without being shorn of all claim to truth 

8 The following passage well illustrates the full force and 
meaning of ‘truth’ — the sense of mward or mtrmsic truth (cf 
Chapter IX, § i6) 

False and fair’ I scarce know why, 

But standing in the lonely air, 

And underneath the blessed sky, 

I plead for thee in my despair, — 

, For thee cut olF, both heart and eye 
From hvmg truth, thy spnng qmte dry, 

Song, p 28 

The concept, again, of intrmsic truth — an ever-known and 
ever-unknown, mexhaustible truth, essentially a deepemng— is 
vividly touched upon in the hnes 
1 The Poetry and Philosophy oj George Meredith, by George Macaulay Trevelyan, 
p 73 London, 1906 
s 
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but strange 

When It strikes to within is the known, 

Richer than newness revealed 

A Faith on Trial, p 351 

9 As one who looks for a piimal truth in the multifarious 
world of forms, Meredith has lost something of the sureness, 
and easy joy, of those who are satisfied with love of smgle things 
or with the pursmt of defimte objects of practical activity But 
there is a seremty in the ampler truth of the essence And this is 
reflected sometimes m the very rhythm of his poetry, for 
instance 

He who has looked upon Earth 
Deeper than flower and fruit, 

Losing some hue of his mirth. 

Unto him shall the marvellous tale 
Of Calhstes more humanly come 

The Day of the Daughter of Hades, I, p 205 

Frailer than flower when the round 
Of the sickle encircles it strong 
To tell of the things profound. 

Our mmost uttermg song. 

Id , X, p 217 

With love exceeding a simple love of the things 
That ghde m grasses and rubble of woody wreck, 
Melampus, I, p 227, cf Id , XV 

10 Opposite mental attitudes, which radically belong to the 
mtrinsic nature of thought, are expressed The externally objec- 
tive moment 

. to beaks dehberate, formal, assured, precise 

Alsace-Lorraine, VII, p 513 

But who shall expound to a hard cold eye 
The infimte impalpable’ 

By the Rosanna, p 109 
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To an ‘icy Huntress’ (cf The Test of Manhood, p 544, and 
With the Huntress, p 531), which seems to impersonate external 
action and crude, bhnd overcoming of actual value, he opposes a 
‘Persuader’, ‘Maid, woman and divimty’, ‘Life’s flowering, 
Life’s root’ (cf With the Persuader, p 532), 

Nature’s earhest Power, 

And greatest and most present, 

Id, p 538 

But, obviously, Meredith’s poetical insight, especially on this 
subject of essential oppositions in human attitudes, should be 
pursued in his novels 


II Love tn the Valley It is worth while pointing out that this 
poem, which is undoubtedly one of Meredith’s most inspired 
poems, IS also most remarkably, and exceptionally, clear (cf. in 
this connection. Chapter XI, §1) 

Under yonder beech-tree single on the green-sward, 
Couched with her arms behind her golden head, 

Knees and tresses folded to shp and ripple idly, 

Lies my young love sleepmg in the shade 

Love m the Valley, p 230 

Objective reahty is absoibed into simpler elements, which belong 
to a superior reahty Infinity finds its expression in the ‘sleep’ (cf 
Chapters I, § 16, VIII, § 8) and in the ‘shade’ Form, which atones 
for It and answers its call, finds through colours and weight its 
primary want fulfilled, cf also ‘the beech-tree single', ‘her golden 
head’ Intrinsic purposiveness (cf above, § 4), a hngering value, 
self-sufficing, is expressed by the words ‘ to slip and ripple 
idly’ These elements are intelhgibly and infimtely true of the 
original essence The inspired hnes possess an unborrowed clear- 
ness, which IS that of the spirit 

Shy as the sqmrrel and wayward as the swallow. 

Swift as the swallow along the river’s hght 
Circletmg the surface to meet his mirroied winglets, 

Fleeter she seems in her stay than in her flight 
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Heartless she is as the shadow m the meadows 
Flymg to the hills on a blue and breezy noon 
No, she is athirst and drinking up her wonder 
Earth to her is young as the shp of the new moon 
Deals she an unkindness, ’tis but her rapid measure. 

Even as m a dance, and her smile can heal no less 
Like the swinging May-cloud that pelts the flowers with 
hailstones 

Off a sunny border, she was made to brmse and bless 

Id, p 231 

An almost pagan conception of nature’s innocence — ^1 e , of the 
very originality and mtrinsic necessity of nature’s inmost cause 
— allows for the expression of a penetrating and wide thought of 
umversahty (cf above, §1) The third hne of the second stanza 
quoted (‘ she is athirst and drinking up her wonder’), ex- 
presses, again, a value of intrinsic or immediate purposiveness, 
a pnmary gift: of grace and form, which finds its cause m the very 
act of being These radical modahties seem to constitute a more 
inviolable value, and purer, than other deeper and richer identi- 
ties in the essence, and rcsponsibihties, which Christian love 
discloses 

Stepping down the hill with her fair companions. 

Arm in arm, all against the raymg West, 

Boldly she sings, to the merry tune she marches. 

Brave in her shape, and sweeter unpossessed 
Sweeter, for she is what my heart first awaking 
Whispered the world was, mormng hght is she 

Id , p 232 

We know no greater and more real moment than that of actuah- 
zation m its dehcate, first becoming, intimate and reveahng (cf 
the two last hnes) Its value hes above all in its virginity, that is to 
say, m its indeterminacy, or potency, as a positive reahty (cf 
‘sweeter unpossessed’ ) We find everywhere this intimate becom- 
ing, this creative novelty, in this very moment of its highest 
possibihty and comprehensiveness, and creativity, exalted in 
poetry This proves how utterly false is the demal of time (1 e , 
of the becoming) from the pomt of view of value Meredith from 
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the very first (cf ‘my heart first awakmg’) was possessed with 
this truth 

Busy m the grass the early sun of summer 

7 d,p 234 

We may say that Meredith — ^who knew that ‘love’ ‘gams’ 
‘vitahty as Ear^ it mates’ — was bound to produce, in one of his 
happiest moments, the best example of alhteration and onomato- 
poeia joined together 

Fairer than the hly, than the wild white cherry 
Fair as m image my seraph love appears 

Id, p 236 

An image shows thought’s self-substantial reahty — as a thmg 
does not, when viewed especially m its objective aspect (cf ‘the 
hly’, ‘the wild white cherry’) Tbs thought’s superior reahty is 
made evident m the quoted hnes 

Different and extreme moments of mdetermmacy are reahzed 
in the foUowmg images 

Maiden stiU the morn is, and strange she is, and secret. 
Strange her eyes, her cheeks are cold as cold sea-shells 

Jd,p 232 

(Cf Chapter I, § ii, the passage quoted firom Troilus and 
Cresstda ) 

Darker grows the valley, more and more forgetting . 

Id, p 231 

Darkness drops not from the skies. 

But shadows of darkness are flung o’er the vale 

The Longest Day, p 75 

' the mghtmgale with charmdd power 
Poured forth enchantment o’er the dark repose 

Earth’s mists did with the sweet new spirit wed 

Far up the sky with ever purer beam. 

Upon the throne of night the moon was seated. 

And down the valley glens the shades retreated. 

Song, p 29 


261 



chapter XV 


ALGERNON CHARI^ES 
SWINBURNE 
1837-1909 


Swinburne’s COLLECTED POETICAL WORKS Two Volumes, 
Hetnemann, 1935 (First Edition, 1924) 


I Form The word ‘form’ has manifold, sometimes opposite 
meamngs (i) Form may be identified with actuahzation, 1 e , 
self-reahzation, or (2) with the formative principle itself, in all its 
implications (3) The moment of the complete realization, that 
of the full-blown flower, may be brought into special promin- 
ence (4) A self-centred, exclusive or all-obhvious character in 
actuahzation itself may be emphasized (5) Form as formed, 
divisible, not active, and a world of external relations between 
objectified existents may be pointed out Sometimes the word 
‘form’ lays stress on one of these aspects without excluding the 
others, rather implying them to a certain extent — and I hardly 
need to apologize for the shifting use of the word, for even such 
IS the character of the reality it expresses 

The opposition between ‘form’ and ‘content’ belongs to a less 
essential pomt of view and generally, with regard to poetic or 
artistic activity, it reflects a false and misleading conception In- 
deed /orm, in the deeper meamng of sensuous reahzation, is, as I 
hope I have made evident, such a germ of deeply related values, 
that all the tumult of hfe is contained in it It is itself the richest 
content The ‘content’, which is opposed to form, generally 
refers to abstractly conceived ideas which have hardly anything 
to do with the artistic expression and with its real conceptual 
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value The deeper meaning of the word ‘form’ is lost sight of, 
again, in that use of the woid in which it is opposed to ‘colour’ 
and represents volume or outhne This distinction may pomt out 
different methods of expression, but, according to a deeper and 
more ffmtful use of language, colour isform pre-eminently (cf 
Chapter XIV, § 2), and, on the other hand, drawing and sculp- 
ture exceed form qua hmited no less than colour does 
The following passage reveals form as a value of actuahzation 

The gospel graven of hfe’s most heavenly law, 

Joy, brooding on its own still soul with awe, 

A sense of godlike rest m godhke stnfe. 

The sovereign consaence of the spmt of life 

Tristram ofLyonesse, VIII, Vol II, p 119 

Form (cf ‘Joy’, ‘The sovereign consaence ’) is an ongmal, 
mtrmsically charartenzed principle Its reality qua prmciple is 
immanent m it (cf ‘Joy, broodmg on its own stJl soul ’) Its 
primal character is felt in its highly mdetermmate aspect (cf. 
‘still’, ‘awe’), yet form — as a value of actuahzation and of im- 
manence — ^is uppermost 

2 Form as an ongmal prmaple may be found, agam, m the 
attainment of a wide and ever wider presence — or span of con- 
sciousness In the following passage, form, m this sense, seems to 
he conceived as the prevaihng element The perpetual and omm- 
original character of love’s (and song’s) self-dependent prmaple 
IS also expressed 

And in their skies would sunhke Love confuse 
Clear April colours with hot August hues. 

And m their hearts one light of sun and moon 
Reigned, and the morning died not of the noon 
Such might of life was in them, and so high 
Their heart of love rose higher than fate could fly 

Id , VI, n, p 94 

This very concept of a subtly spun, wide and powerful, sensible 
umty IS frequently met with m Swmburne’s poetry (cf Thalas- 
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stus, I, p 594, Tristram of Lyonesse, VIII, II, p 113, see below, 
§ 25) ‘Fate’, cf §§ 24 and 38 

3 Language and artistic expression disclose the formative 
principle in all its aspects, but most generally contain a value of 
actualization and immediate sensuous presence The following 
extracts refer especially to ‘speech’ and art — and to form 111 its 
deeper sense An immanental interpretation of rcakty is asserted 


For no thought of man made Gods to love or honour 
Ere the song within the silent soul began. 

Nor might earth in dream or deed take heaven upon her 
Till the world was clothed with speech by lips of man 

The Last Oracle, I, p 303 

Cf L/,p 305 The reviving power of song, healing and redeem- 
ing, and ultimately real, is constantly referred to ^ Compare also 
the passage 


For, sparing of his sacred strength, not often 
Among us darkling here the lord of light 
Makes mamfest his music and his might 

Ave atque Vale, I, p 351 

It would betray, however, human pride, a one-sided, anthro- 
pomorphic view, to recognize this reviving power oiform only 
in song or in speech The last words of the following passage say 
that It does not belong only to them 

For these arc thine, thy servants these, that stand 
Here mgh the hmit of the wild north land. 

At margin of the grey great eastern sea, 

Dense-islanded with peaks and reefs, that see 

^ Cf The Last Oracle, 1 24, 1 , p 302, In the Bay, XXXIII, 11 1-2, I, p 315, 
Memorial Verses on the Death of Th^ophtle Gautier, 11 35-36, I, p 355, The 
Pilgrims, I, pp 765-6, The Statue of Victor Hugo, 3 , 11 7-8, II, p 630, , 9 , 11 

6-7, II, p 632 Cf below, § 25 
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No life but of the fleet wings fair and free 
Which cleave the mist and sunlight all day long 
With sleepless flight and cries more glad than song 

Tristram of Lyonesse, VI, II, p 87 

4 Inthe following passage, joy is felt and represented as the cen- 
tral motive-force in the inmost genetic process in which spirit 
is at once realized and revealed 

Eye might not endure it, but ear and heait with a 
rapture of dark delight. 

With a terror and wonder whose core was joy, and a 
passion of thought set free. 

Felt inly the rising of doom divine 

The Death of Richard Wagner, III, p 550 

Freedom and freedom’s infinity are represented as aspects of an 
original joy (cf ‘whose core was joy’) This joy appears to play 
the first rdle, to be pre-eminently the cause 

Compare, in this connection, the following extracts 

the fruitful might 

And strong regeneration of delight 

That swells the seedling leaf and sapling man. 

Since the first life in the first world began 

Tristram of Lyonesse, I, II, p 26 

Was all their joy of life shaken to dust. 

Id, FIJI, II, p 113 

Only the might of joy m love 

The Tale of Balen, II, p 179 

5 Swinburne’s idea of value as immanent — ^neither utilitarian, 
nor conventional, nor transcendental, nor abstractly inferred, 
but intimately known — ^is expressed all through his poems, but 
m ‘Tristram of Lyonesse’ most happily, ex abundantta cordis 
(‘Tristram of Lyonesse’ must be regarded, in the first place, as a 
necklace of lyrical songs, and is, in my opimon, by far the best 
of his poems ) The life of his hero is that of one who hves m the 
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full spint of joy — a joy which is radically generous — and of 
truth 

And the spring loved him surely, being from birth 
One made out of the better part of earth, 

A man bom as at sunrise, one that saw 
Not without reverence and sweet sense of awe 
But wholly without fear or fitful breath 
The face of hfe watched by the face of death. 

And hvmg took his fill of rest and strife. 

Of love and change, and fruit and seed of hfe. 

And when his time to hve m hght was done 
With unbent head would pass out of the sun 

Tnstram of Lyonesse, 111,11,^ 62 

Value’s full reahzation in the fleeting moment, and joy, again, 
and radiancy of forms, are depicted m the following image 
Tristram ‘felt the sound’ ‘of waves’, ‘like a song’. 

Sink through his spint and purge all sense away 
Save of the glorious gladness of his hour 
And all the world about to break in flower 
Before the sovereign laughter of the sun. 

And all these things he glanced upon, and knew 
How fair they shone, from earth’s least flake of dew 
To stretch of seas and imminence of skies, 
Unwittmgly, with unpresageful eyes. 

For the last time 

Id , VIII, II, pp 126, 129 

6 We have seen value’s immanence^ in contemplative joy (cf 
§ i), m expression (cf § 3), m courage (§ 5) and in other shades 
of mcarung We shall see it m value’s self-purposivc (§ 27) and 
self-causal (§33) character, and m its very fleetingness (§ 10), 
and also in an extreme aspect of sterihty (§ 31) Swinburne 
vindicates value immanent — ^1 e , present, ongmal, intrinsically 

^ The concept of the immanence of value — ^the immanence of being, of the 
deepest being, m actualization — comades with that of the form m its vanous 
mea ning s, eiccept that of form qua formed, passive 
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characterized, that knows in its very actuahty its intrinsic or 
eternal character — he vindicates it above all against utihtanan 
attitudes of mind and the idolatry of the permanent for per- 
manence’s sake, and agamst abstract theism Thus he says that 
love subsists also under the course of God, 

In the utmost heU. whose fires consume not love' 

Id , H, n, p 8 o 1 

This IS the conception expressed by Dante in the Fifth Canto 
of the Tnfemo’ But it is agamst Dante’s deep-rooted and more 
exphat thought that, in the Canto of Francesca da Rimim, love 
imposes and, as it were, proves its inward nature, and seems to 
tnumph even over God’s condemnation And this makes the all- 
embracing and all-defymg power of love perhaps more con- 
vinang and real Similarly, this very concept of immanence con- 
stantly inspires the Canzomere of Petrarch namely, that aU 
pleasures could never be equal m worth to love’s anguish, that 
this hes beyond and above any joy, any pain and any profit or 
result whatever Petrarch’s utterances, agam, may gather greater 
rather than less strength from the very fact that he, i» hs prose 
thought (whether in his Latm prose or m his poems themselves), 
asserts conservative ethics, namely, that his praise of love is 
nothmg but foolishness and that it is absurd to prefer transitory 
thmgs to joy everlasting Swinburne starts from the conviction 
that the opposite view is true Hence it is, perhaps, that it is not 
to the same degree that this very truth reveals itself by its own 
virtue and for its own sake alone The burden of concepts, which 
have been previously discovered or admitted by the poet and 
have now become abstract ideas m the poet’s nund, may always 
chp the wmgs of poetiy Yet the importance of this fact must 
not be oveiestimated It is not the preconceived thought which 
ultimately prevents poetry from takmg wmg, or value from 
being self-active and self-reveahng 

7 Our suffermg, striving, agomzmg humamty, that which 
emphatically belongs to our earthly experience, is accordingly 

1 Cf also Laus Venerts, I, p 26, Tristram ofLyonesse, V, H, pp 80, 8a, 83, 
Id,IX.]l,p 143 
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stressed as essential to love’s strongest passion — ^to raise value 
Itself to Its richest and highest meaning Yseult, from the depth 
of her pain, asks Christ whether he could love Magdalen indeed 
as Magdalen loved him 

Ah, Lord, Lord, 

Shalt thou love as I love him^ she that poured 
From the alabaster broken at thy feet 
An ointment very precious, not so sweet 
As that poured likewise forth before thee then 
From the rehallowed heart of Magdalen, 

From a heart broken, yearning hke the dove, 

An ointment very precious which is love — 

Couldst thou being holy and God, and sinful she, 

Love her indeed as surely she loved thee^ 

Id, id 

8 Swinburne sees also in sheer power and pride^ an infimtely 
original value Compare, for instance, the lines 

The inalienable and unpriced treasure, 

The old joy of power, the old pride of pleasure, 

That lives in light above men’s lives 

Age and Song, 1 , 1 ^ 364 

See below, § 31 ‘Pride’ and ‘Power’ (in this sense) are in them- 
selves antagonistic to all deep value of universality and tend to 
annul it This passage and many more, in which Swinburne even 
more emphatically, and certainly in a one-sided, excessive way, 
extols self-centredness and pride as spiritually positive values, 
could be considered as quite secondary, and negligible, m his 
mam poetical contribution But contemporary events, which 
have spread through Europe ignominy and unspeakable horror, 
rivet our attention upon all utterances which, m this respect, jar 
upon both our ethical and aesthetic feehng 

I do not take into account those who, to their own condemna- 
tion, belittle or ignore Swinburne’s poetry But this must be 
admitted There is a shade of pride in his poetry, which pro- 


^ Cf above, § i (4) 
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« 

foundly affects it I do not necessarily mean personal, or national 
pride, but a pride whicb lies in his very language, and weakens 
lus words Even in the moments of his highest self-detachment, 
he seems to be almost always conscious of his own power 
Undoubtedly, Swinburne’s attitude on some subjects was 
chiefly polemical — a reaction against prevailing false views 
Moreover, he hved m a golden age, I think, and had not seen 
‘the foulness of the real thing’ But, m part, his attitude had a 
deeper cause, and was closely connected with a comparatively less 
profound spontaneity m his poetry And tbs one-sidedness of 
bs raises an arduous and mdeed not at all gratmtous problem 
How can spirit be one-sided while awake in its most fervid free- 
dom^ It IS as if nature had exhausted herself, striving in one 
direction — ^for a bgh intellectual harvest and display of her 
treasures 


9 Indeterminacy From the pomt of view of mere external ex- 
istence, the foUovmig sentence would appear almost a trmsm, 
and hardly worth uttenng ‘ For if death were not, then 
should growth not be’ {Genesis, I, p 778) Besides, the argument 
would be objectionable, for we may easily suppose an endless 
addition of elements not conditioned by any destruction what- 
ever But growth imphes simplicity Growth, accordmg to an 
orgamc, not mechamcal mterpretation of reahty, imphes an in- 
determmate moment — ^not only a world of objectively existent 
elements, not only a relation of necessity between objective con- 
ditions, but an mtensive sometbng, wbch is not translatable m 
terms of objective multiphaty It carnes witbn itself a halo of 
virgimty, an extreme purity, a moment of utter formlessness It 
imphes renewing — and with it a positive and powerful moment, 
wbch IS felt, and descnbed, as ‘death’ both because of its bgby 
mdeterminate character, and because of the overcoming of the 
mamfold and the destruction of the particular forms as such 
The idea of ‘death’, as essentially a constituent pait of hfe, may 
not be entirely absent in the sentence above quoted It is cer- 
tainly present in the hne, wbch I have itahazed, of the following 
passage 
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But if my soul might touch the time to be, 

If hand might handle now or eye behold 
My life and death ordained me from of old, 

Life palpable, compact of blood and breath, 

Visible, present, naked, very death. 

Should I desire to know before the day 
These that I know not, nor is man that may? 

Tristram of Lyonesse, V, II, pp 82, 83 

The expression ‘very death’, as it is here used, could not be 
understood, except in the hght of the concept just mentioned 
T his ‘death’ belongs to life’s active heat itself, bestripped of all 
appurtenances, which are not hfe itself (cf ‘naked’) Life in the 
very act of its actuahzation (cf ‘visible’, ‘present’) knows death- 
like extinction, most immediately and umversally, in its radical 
simplicity Indeed it knows death-like extinction and approaches 
factual death m many a way — ^but this seems to me the particular 
meanmg, or shade of meamng, of the above-quoted expression 
In the following image, ‘death’ depicts self-oblmousness and 
self-transcendency The ‘hour’ of ‘twilight’s doors unbarred’ lets 
Tristram and Yseult 

Watch with sweet thoughts of death the death of day 

Id , VII, n, p 105 

Self-obliviousness mdeed, m its deeper and stronger meanmg, is 
self-transcendency — self-transcendency in and through an m- 
fimtely original cause, felt as such Self-obhviousness, in the 
passage quoted, both informs the rhythm of the verse and trans- 
figures the landscape 

‘Death’ is not factual death Compare, m this connection, the 
following extract 

Slowly the semblance of death out of heaven descends 
on the deathless 

Waters 

Evening on the Broads, H, p 473 

Life and time are overshadowed by this ‘semblance of death’ 
(the disappearance of the world of forms, of external mulaph- 
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aty), no less than by the changeless change of a (juasi-mechamcal 
world 

10 I must recall the general concept (cf Chapter I, § 4) the 
lover dies to himself and, in that very moment, finds a purer 
birth, m which the primal and intnnsic or eternal character of 
self-activity, that is to say, of the creative moment, is revealed 
to him And this birth is felt as death and, m a sense, is death, 
because of the surrender of the self and because it approaches 
formlessless This radical truth finds in the landscape a fit means 
of expression, it is not forced upon it Its very vividness and 
sigmficance atones for its bemg attributed to objective existents, 
which have no subjective reahty knovra to us Compare, in this 
connection, the foUowmg images 

As a star feels the sun and falters. 

Touched to death by diviner eyes 

At a Month’s End, I, p 326 

And as the young clouds flamed and were undone 
About him coming, touched and burnt away 

Tristram of Lyonesse, I, II, p 27 

surely as the day-star loves the sun 
And when he hath risen is utterly undone. 

Id, in, II, p 55 

(Cf Chapter XH, § 2 ) 

As the dawn loves the sunhght I love thee. 

As men that shall be swallowed of the sea 
Love the sea’s lovely beauty, as the mght 
That wanes before it loves the young sweet hght, 

And dibs of loving, as the worn-out noon 
Loves twihght, and as twihght loves the moon 
That on its grave a silver seal shall set 

Id , II, p. 54 

We have seen that the word ‘death’ — ^in so far as it descnbes 
an essential moment in the ongmahty of thought— has mam- 
fold meanmgs Now we have found it agam as seemingly 
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another name for a never-faihng ultimate simphcity in life’s very 
process (cf § 9) But in the passage last quoted, and m Swin- 
burne’s poetry generally, a distinct new aspect emerges The 
transitormess of the all-absorbing moment is by Swinburne ex- 
tolled as a value in itself It is not only an essential aspect of 
creative novelty It not only expresses value as absolutely im- 
manent It IS a moment of sadness — ^no less than a moment of 
glory — under the heaven of fate, mortifying, as it seems, im- 
manent value Itself and all that is human and hvmg It has an 
almost religious character 

11 The effacement of the self and its absorption into hfe’s in- 
most prmaple (cf ‘the heart’s desire’) finds its most direct ex- 
pression in respect of poetical inspiration 

A spirit of sense more deep of deity, 

Keen as the heart’s desire 
That makes the heart its pyre 
And on its burning visions burns itself to death 

The Garden of Cymodoce, I, pp 622, 624 

See §§ 24, 25, cf Mater Tnumphalts, 1 93, 1 , p 807 

12 The landscape itself is, m the foUowmg passage, pre-emin- 
ently the subject-matter Yet it is the same essential concept-value 
that, m part, gives imagination its hues and constitutes its very 
web and substance 

round the runmng prow 
Fluttered the flakes and feathers of the spray, 

And bloomed hke blossoms cast by God away 
To waste on the ardent water, 

Tristram of Lyonesse, I, II, p 26 

Except for the hvmg truth we are considering, the word ‘to 
waste’, espeaally, would not have its convincing meaiung or, 
most probably, would not have been suggested at all 

In the foUowmg hnes, indetermmacy and form are opposed 
At the same time, they are represented as two aspects of one 
prmaple, each enhancmg the other’s meamng 
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Long lay they still, subdued with love, nor knew 

If star or moon beheld them, if above 

The heaven of mght waxed fiery with their love. 

Or earth beneath were moved at heart and root 
To burn as they, to burn and brmg forth fruit 
Unseasonable for love’s sake. 

And aU that hour unheard the mghtmgales 
Clamoured, and all the woodland soul was stirred. 

And depth and height were one great song unheard, 

n, p 52 

The words ‘still’, for instance, and ‘nor knew’, ‘unheard’, and 
agam ‘unheard’, ‘to bum’, express the moment of indetermm- 
acy, ‘to brmg forth fruit’, ‘clamoured’, ‘song’, reflect that 
of form The first moment is similarly expressed m the following 
passages 

Out of the heaven that storm nor shadow mais, 

A yearning ardour without scope or name 
Fell on them. 

Id , II, p 50 

She had nor sight nor voice, her swoomng eyes 
Knew not if mght or hght were in the skies. 

Id, id 

13 The poet doubts, on one occasion, the ultimate reahty 
of such a moment, which contams life and death, or hes 
between them — ^in which the infimty of original freedom is 
destroyed by freedom’s veiy actuahzation, and this, m its turn, 
by a dreary dissatisfaction that seems to he deep m actuahzation 
Itself 

Ah, sweet is that or bitter, evil or good. 

That very love allays not as he would? 

Nay, trath is this or vamty, that gives 
No love assurance when love dies or hves? 

Id , F, n, p 81 

14 We are eventually met with the metaphysical problem 
Which IS the first— 01 wbch is the only causative, or the pre- 

T 273 



ALGERNON CHARLES SWINBURNE 


emiuently causative moment — m the inner play of the actual 
cause? Is it form (actuahzation, joy’), or, on the other hand, is it 
indeterminacy (m&mty, potency)^ 

Love, IS It mormng risen or mght deceased 

That makes the mirth of this triumphant east? 

O which IS elder, mght or hght, who knows? 

Id, J,II,p 31 

‘Night’, we may assume, is not intended to mean chaos, or mat- 
ter The problem, provided the words are used in their subjective 
meanmg, is of great sigmficance, not only from an mtimate but 
also from a cosmological point of view If form (cf ‘hght’) is 
causally the first, then an immanental or only relatively transcen- 
dent mterpretation of reahty is suggested But if infinity (cf 
‘night’), as a spiritual value, were essentially independent of 
form, a timeless God and abstract theism could be asserted 


15 ‘Night’ IS again a name for indeterminacy — as a central, 
vital moment in mental activity It is certainly not a negative 
concept Compare the following passages 

I have seen this, who live where men are not. 

In the high starless air of frmtful mght 
On that serenest and obscurest height 
where dead and unborn thmgs are one m thought 
And whence the hve unconquerable sprmgs 
Feed full of force the torrents of new thmgs 
Tiresias, I, pp 838, 839 

(‘Night’ IS referred to ) 

begun 

When none knows. 

Self-begotten, self-proceeding, one. 

Born, not made 


By the North Sea, FI, II, p 518 


Bhnd IS the day and eyeless all its hght. 

But the large unbewildered eye of mght 
Hath sense and speculation, 

Tristram ofLyonesse, Prelude, II, pp ii, 12 
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And light IS born out of heaven and dies, 

And one day knows not of another’s hght, 
But night IS one, and her shape the same 

A Lamentation, II, I, p 98 

In this respect ‘mght’ is most like ‘griefs’ 


Joys that joys estrange, and griefs that griefs 
estrange not 


Epicede, 11 , p 1084 


Agam, in this respect, it is most hke ‘silence’ and ad-comprehen- 
sive ‘love’ 


TiU more and more as darkness grows and glows 
Silence and night seem hkest life and love 

After Sunset, II, II, p 643 

Night infimte, hvmg, adorable, loved of the land 
and the sea 

Loch Torrtdon,Il,p 1011 

New-made mght, new-born of the sunset, immeasurable, 
endless. 

Opens the secret of love hid from of old in her heart. 

In the deep sweet heart fud-charged with faultless love 
of the friendless 
Spints of men 

Evening on the Broads, II, p 475 


Compare Nocturne, I, p 451 

16 The idea of death, again, and that of purity and of a purer 
birth are, from the same logical and ontological point of view, 
closely and quite mtedigibly related Let us quote, in this con- 
nection, the ibdowing hnes 

But love lacks might to redeem or undo me, 

I wdl go back to the great sweet mother. 

Mother and lover of men, the sea 
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O fair green-girdled mother of mine, 

Sea, that art clothed with the sun and the ram. 

Save me and hide me with all thy waves. 

Find me one grave of thy thousand graves, 

The Triumph of Time, I, pp 41-3 

Yours was I born, and ye. 

The sea-wind and the sea. 

Made all my soul in me 
A song for ever, 

Ex-Voto, I, p 378 

17 Sorrow is closely assoaated with a non-mechamcal view 
of reahty It shows, in its very intensity, somethmg which is im- 
mediately and pecuharly potential, therefore indivisible and im- 
hmited 


In the infimte spirit is room 
For the pulse of an infimte pain 

Satia te Sanguine, I, p 87 

Sorrow overshadows and absorbs our world infinitely Its m- 
fimty IS not timeless, even from an intimate and absolute point 
of view, for it is essentially active James Thomson (1834-88), m 
his poem ‘Insomma’, says* ‘The absolute of torture as of bhss Is 
timeless, each transcendmg time and space’ ^ If these words were 
taken hterally, either they would imply absolute transcendental- 
ism or, I am convmced, they simply would mean loose t hinkin g 
Swinburne, on the other hand, never forgets the element of time 
(cf § 36), which here the word ‘pulse’ puts into rehef 
The following images express sorrow’s mfimty — and other 
mottve-values connected with it 

And as the cry of slam men was the wind 

And all her soul was as the breaking sea, 

^ The City of Dreadful Night and Other Poems, 1899, p 15a 
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And all their past came wailing m the wind, . 

Tnstram ofLyonesse, V, H, pp 8i, 82 

. in the halls far under sat King Mark, 

Feastmg, and full of cheer, with heart uphft. 

As on the mght that harper gat his gift 

But the queen shut from sound her wearied ears. 

Shut her sad eyes from sense of aught save tears, . 
And the mght spake, and thundered on the sea, 
Ravemng aloud for rum of hves 

but she 

Heard not nor heeded wmd or stormmg sea, 

Knew not if mght were mild or mad with wind 

Id , n, pp 76-8 

In the mamfold sound remote. 

There was but a sharp sole note 
Ahve on the mght and afloat. 

The cry of the world’s heart’s wrong 

Tenebrae, I, p 749 

18 The word ‘hght’ vanes its meamng a parte subjectt, most 
like the word ‘form’ , but, unhke this, it also expresses the cre- 
ative moment m its highly mdeterimnate aspect Generally, m 
Swinburne’s poetry, either it is another word for the active prm- 
aple Itself (cf below, § 32), or it pomts to actuahzation m its full 
power and richness (almost like the word ‘day’) But sometimes 
It describes form exclusive or, on the other hand, form passive, 
merely a screen which prevents a deeper or wider msight Or, 
agam, ‘hght’ means neither clearness and richness of forms, nor 
unhimted transparency, but the dehcate, doubtful moment be- 
tween them 'Here are some fragments in which the term is used 
accordmg to its various meamngs, except the first and second 
more usual ones now mentioned 

Soft as darkness and keen as hght 

Loch Tomdon, II, p 1013 

We, from the fetters of the hght unbound, 

Tnstram of Lyonesse, Prelude, IL, p li 
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All teaven aflush with light more dire than shade 

Thalassius, I, p 598 

But the light IS dense as darkness, a gift withheld in 
the giving, 

No transparent rapture, a molten music of colours. 

No translucent love taken and given of the day 

Evening on the Broads, II, p 477 

From the shadow that trembles and yearns with hght 

A Nympholept, II, p 975 

light more soft than shadow, 

A New-Year Ode, II, p 878 

But here, where hght and darkness reconciled 
Hold earth between them as a weanhng child 

In the Bay, V, I, p 308 

These kinships of meaning describe the deeper logic of thought 
They do not simply consist of associations of ideas or mental 
presentments, conceived as the result of external causal relations 
and habits > 

19 Yet It is the idea, or image, of virginity — rather than that of 
‘death’ and of ‘night’, and of ‘silence’, or than any of the con- 
cepts above mentioned — that comes neaiest to the meamng of 
indeterimnacy and most adequately expresses it The locus, so to 
say, of indeterminacy must be sought for in the uncompromised 
moment of the first and newest becommg 

Swinburne is passionately fond of depicting tlus very mitial 
moment It is not easy to make a choice of passages contaimng 
Its distinct expression 

Nor woke they till the perfect mght was past, 

And the soft sea thrilled with bhnd hope of light 

Tristram of Lyonesse, II, II, p 53 

Dehght and doubt m sense and soul begun, 

Id,III,Jl,p 65 
ere 
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Day gat full empire of the ghmmermg air, 

I(/,F,II,p 76 

For in the trembhng twilight of this year 

Ere April sprang from hope to certitude 

Id , VI, II, p 88 

Be not too long irresolute to be, 

A Vision of Spring in Winter, I, p 390 

As sweet desire of day before the day. 

As dreams of love before the true love bom. 

Id, I, p 391 

For the thought of his heart is the sunrise 

Off Shore,ll,p 463 

20 The moment of indeterminacy is described in a more ex- 
phcit way (and no less creatively or poetically) m the followmg 
passage 

Soul withm sense, immeasurable, obscure. 

From depth and height by measurers left immense. 
Through sound and shape and colour, comes the unsure 
Vague utterance, fitful with supreme suspense 

Plus Intra, II, p 554 ^ 

The intrinsic purpose and cause of this moment is that of being 
all-embracing, infimte Indeterminacy is shown m its infimte 
and, to all appearance, non-predetermmate character ‘Unsure’, 
‘vague’, ‘fitM’ These terms do not mdicate fortuitousness In 
fact fortmtousness has no value m itself but this is a ‘supreme’ 
value Neither do they emphasi2e arbitrary will, for, agam, as 
the last words of the passage exphcitly confirm, this is a ‘supreme’ 
value The moment is essentially felt as non-predeterminate, 
free, depending on its absolutely present mtensity, on something 
which IS, in the very present, essentially and immediately virtual 
‘Supreme suspense’ There is no similarity, obviously, between 
this ‘supreme suspense’ and that moment of thought’s activity 
which istermed ‘suspension of judgement’ — unless ‘suspension of 
^ A Century of Roundels, pubhsted m 1883 
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judgement’ is conceived as being fundamentally a moment of 
responsibility and truth, ^ and not merely the cautious act of a 
controlhng will 

21 Swinburne’s use of the word ‘sense’ (cf the passage above 
quoted) deserves special consideration ‘Soul within sense’, ‘spirit 
in sense’ (cf , for instance, ‘The spirit in sense, the life of hfe ’, 
A Reminiscence, II, p 1067), ‘spirit within sense’, ‘one soul of 
sense’, and other similar expressions which frequently occur, do 
not oppose ‘spirit’ to ‘sense’, on the contrary, they are intended 
to pomt out ‘sense’ in its full sigmficance, in its deepest nature 
The expression ‘spirit and sense’ is also veiy frequently used, and 
these words, generally, are not opposed they are meant to 
sigmfy one and the same reahty and indeed to integrate each 
other, as if each in itself were not sufficient to convey the full 
meamng The idea is constantly stressed that ‘Light, sound and 
hfeareone’ (OutAe C/i^,I, p 609 Cf Hawthorn Tide, 11 , -p 1132 
‘ . and the sense is a soul, and the soul is a song’) Compare also 
the passage 

a splendour of silence, felt 
Seen, and heard of the spirit withm the sense 

A Nympholept, II, p 965 

‘Spint’ and ‘sense’ are shghtly contrasted m the foUowmg 
Imes ‘Spirit’ appears here to be more closely connected -with 
form, ‘sense’ with infimty 

Sense was none but a strong stiU rapture. 

Spirit was none but a joy subhme, 

Les Casquets, II, p 890 

The word is less frequently used to mean the sense-hmita- 
tions, which every speafied organ of sense implies Sense- 
himtations are then opposed to the deepest claim of hfe — and of 
sense itself They withstand the supreme urge for an identity ex 
pnnctpto and, induectly, they lend a means to its expression In 
the following passage allusion is made to the fact that Yseult 

^ Cf Marcel Chicoteau, Studies m the Ephectic Attitudes, No 3 Pnory Press, 
Cardiff, 1943 
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lives not far from the sea, where now Tnstram is Saihng towards 
Brittany- 

such a brief space eastward thence, 

And yet might soul not break the bonds of sense 
And bring her to him m very hfe and breath 

Tnstram ofLyonesse, VIII, H, p ii8 

22 The dehcate and ample moment m which all shape is most 
‘translucent’ and deeply permeated with spirit, is sometimes re- 
presented by contrast with the final event, which is put into full 
prominence 

Then with half summer m her eyes she turned, 

And on her hps was April yet, and smiled. 

As though the spirit and sense unreconciled 
Shrank laughing back, and would not ere its hour 
Let hfe put forth the irrevocable flower 

Id , J, II, p 27 

Yet was not love between them, for their fate 
Lay -wrapt m its appointed hour at wait, 

Id, 11 , -p 17 

The idea of an incumbent fate and of its accomphshment gives 
the image a stronger rehef, in some respects, but it pomts to an 
extrinsic explanation of that very moment’s value and power 
Cf also, m this connection, the passage 

For all thmgs come by fate to flower 
At their unconquerable hour. 

On the Downs, I, p 855 

23 The idea of a gradual change, m which the feehng of an 
intimate becoming is paramount, inspires Swinburne’s poetry 
constantly Indeed we find it vividly expressed also when birth, 
growth and development are not concerned Compare the 
following extracts (m the first four the idea of growth and de- 
velopment IS still reflected, but it is not to be found, obviously, 
m the last two) 
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The wind of change is soft as snow, and sweet 
The sense thereof as roses in the sun, 

Tirestas, I, p 837 

Surely by glad and divine degrees 

A Flower-Piece by Fantm, II, p 591 

From wave to gladdemng wave. 

Quia Multum Amavit, I, p 774 

Across the darkhng depths of their delight 

Tristram of Lyonesse, II, II, p 49 

In the month of the long dechne of roses 

Hendecasyltahcs, I, p 202 

Day seems to cling yet -with a trcmbhng hand 
And yielding heart reluctant to recede, 

Tristramof Lyonesse, ¥11,11, -p 106 


24 Value above or beyond Personality A high value of univer- 
sahty — an intimate demand for umversahty and truth — ^felt and 
meant as transcending all circumscnbed human interests, is ex- 
pressed in the following hnes It is embodied in their central idea 
and in the feehng which runs through them and sustains them, 
no less than in that which in them is asserted in a more articulate 
and argumentative way 

O strong sun ' O sea * 

I bid not you, divine things ’ comfort me. 

Who hath said yc have mercy toward us, ye who 
have might^ 

And though ye had mercy, I think I would not pray 
That ye should change your counsel or your way 
To make our hfe less bitter. 

For if in hfe or death be aught of trust. 

And if some unseen just God or unjust 
Put soul into the body of natural things 
And in time’s pauseless feet and worldwide wmgs 
Some spint of impulse and some sense of will 
a8s 
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That steers them through the seas of good and ill 
To some mcogmzable and actual end, 

Be It just or unjust, foe to man or friend. 

How should we make the stable spirit to swerve. 

How teach the strong soul of the world to serve. 

The imperious wiH in time and sense m space 
That gives man life turn back to give man place 
The streams flow back toward whence the springs 
began. 

That less of thirst might sear the bps of man? 

Tristram ofLyonesse, III, II, pp 57, 58 

It IS the idea of fate that, m Swinburne’s poetry, expresses the 
loftiest thought of umversahty, overshadowmg all human mter- 
ests and aspirations 

Fate, that is pure of love and clean of hate, 

Id,IZ,II,p 134 

And moved of no man’s prayer to fold its wings. 

Id, id. 

‘Under its sway joy’ is found ‘a shadow’ ‘and sorrow a breath’ 

And life no discord in the tune with death. 

But all thmgs fain alike to die and hve 

Id,II, p 133 

25 The mam source of Swinburne’s poetry, in my opimon, is 
found m the expression or the foreshadowing of an origmal value 
which IS felt as deeper and truer than our life and death, than the 
idol of happiness, and aU especially human ends It is foimd m a 
core of causality which hes either above or below, anyhow beyond 
personahty , 

Compare, m this connection, the following passage (‘Thy’ 
refers to the spirit of song embodied m Sappho — or m a bird — 
or in a Deity) 

yet can no memory say 
How many a mght and day 
My heart has been as thy heart, and my hfe 
As thy hfe is, a sleepless bdden thing, 
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Pull of the thirst and. hunger of winter and spring, 
That seeks its food not in such love oi strife 
As fill man’s hearts with passionate hours and rest 
From no loved hps and on no loving breast 
Have I sought ever for such gifts as bring 
Comfort, to stay the secret soul with sleep 
The joys, the loves, the labours, whence men reap 
Rathe frmt of hopes and fears, 

I have made not mine. 

We were not marked for sorrow, thou nor I, 

For joy nor sorrow, sister, were we made, 

On the Cliffs, I, pp 6io, 6ii 

Cf Thalassms, I, p 606 

The following hnes refer to the French poet ViUon 

Poor perfect voice, most bhthe when most forlorn, 

A Ballad of Franfots Villon, I, p 385 

Shame soiled thy song, and song assoiled thy shame. 

Id, id 

It must be recalled (see Chapter I, § 7) that the effacement of the 
particular self (cf , m the first hne above quoted, ‘forlorn’) does 
not in Itself constitute the real cause of this gladness (cf ‘blithe’) 
If our wiU IS replaced by another will, be it that of the ‘uncon- 
scious’ or of Apollo himself, this docs not account, intimately, 
mteUigibly, for any value whatever ‘Possession docs not make 
for poetry’ ^ Rather there is a redeeming power m that which is 
felt as primarily and infinitely formative and which radically 
belongs to our thought’s very activity 

Pure as the depth of pain 

A Song of Italy, I, p 926 

‘Pure’ does not here signify only or m the first place an ethical 
value — ^that is to say, sorrow, or ‘pain’, as atonement for pride 
and privileges, and for all selfishness It describes pain as a basic 
element m human personahty, but wider than it and primordial 
Life’s mmost core of causality is felt as more real not only than 
* John Middleton Murry, Shakespeare, 1936, p 341 
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the separate self, but than personahty however conceived When 
we are identified with it, ‘death’s self seems transitory’ {Song for 
the Centenary of Walter Savage Landor, 7, II, p 425) It is above 
all love and song that reveal to Swinburne this subtle yet 
‘mastermg’ reality Compare the following passages 

With love for lamp to hght us out of hfe 

Tristram of Lyonesse, IX, II, p 144 ^ 

. . we retam 

A memory mastermg pleasure and all pain, 

A soul behind the soul, that seeks and sings 
And makes our hfe move only with its wmgs 

On the Cliffs, I, p 61 1 ® 


And with his heart again 

The tidal throb of all the tides keep rhyme 

And charm him from his own soul’s separate sense 

With infimte and mvasive mfluence 

That made strength sweet in him and sweetness strong. 

Being now no more a singer, but a song 

Thalassius, I, p 605 

26 The idea of an original power, as above represented, is 
closely connected with that of this power’s omnipresence or, 
more properly, of its omm-origmahty, and with a pantheistic 
feeling This finds rich and frequent expression, compare, for 
instance, the following passage (‘He’ refers to Merhn, ‘bs hfe’ 
IS ‘sealed fast on him with sleep’ ) 

. but in spnng 

He hears above bm all the winds on wing 
And knows the soul that was bs soul at one 
With the ardent world’s, and m the spmt of earth 
His spmt of life reborn to mightier birth 
And mixed with tbngs of elder hfe than ours, 

Cf m this most remarkable Ime, the use of the hqmd consonant I, see Index, 
‘Alhteraaon and Onomatopoeia’ 

* Cf below, § 35, second passage quoted 
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With cries of birds, and kindling lamps of flowers, 
And sweep and song of winds, 

Tristram ofLyonessCj VI, II, pp 98, 99 1 


27 Intrinsic purposiveness The image of the Wind, in the fol- 
lowing lines, is born of and reveals the spiritual essence, as 
Swinburne conceives it, in one of its fundamental aspects (‘He’ 
refers to the wind ) 

The dehght that he takes but in living 
Is more than of all things that live 
For the world that has all things for giving 
Has nothing so goodly to give 
But more than delight his desire is, 

For the goal where his pinions would be 
Is immortal as air or as fire is, 

Immense as the sea 

Though hence come the moan that he borrows 
From darkness and depth of the night. 

Though hence be the spring of his sorrow, 

Hence too is the joy of his might. 

The dehght that his doom is for ever 
To seek and desire and rejoice. 

And the sense that etermty never 
Shall silence his voice 

That satiety never mav stifle 
Nor weariness ever estrange 


Cf also 


Nor change be so great as to change 
His gift that renews in the giving. 

By the North Sea, H, pp 513, 514 


the sleepless unsatisfied breeze. 

That finds not, but seeking rejoices 
That possession can work him no wrong 

Id,ll,ip 515 

^ Cf Id, n, pp 99, 100, Anactona, I, pp 63-6, Memorial Verses on the Death 
of Thdophtle Gautier, I, p 356, v 18, By the North Sea, II, p 524 
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Comparing these with Meredith’s words on a similar subject 
(see Chapter XIV, § 4), we find that here m some respects the 
purpose (cf ‘goal’) is objectified and strongly emphasized as 
such — ^though remote Intrmsic purpose — ^which is at one and 
the same time a present value and a cause — ^is more purely and 
intimately expressed m the foUowmg passage 

But higher than transient shapes or shows 
The hght of love in hfe inflamed 
Sprmgs, toward no goal that these disclose 

Eros, II, p 585 

28 Faith IS coessential with self-activity and value, inrnnsm to 
them, cf the line 

That faith m love which love’s self gives, 

A New-Years Message, I, p 798 

It hes in the very present and mteUigible nature of the spintual 
essence Obviously, it is not meant as a dogmatic one This Swm- 
burne calls a ‘faithless creed’ (cf A Word from the Psalmist, II, p 
952, cf also Athens, II, p 614) It hes deeper than hope (cf A 
Year s Burden, I, p %S^,Jacohite Song, II, 1102) The word ‘hope’ 
IS also used as meaning a higher faith (cf Thalassius, I, pp 596, 
597 ‘And hope the high song taught him ’) 

29 Intrinsic purposiveness — or value as self-purposive, im- 
manent — ^is shown m its moral sigmficance 

Not for gain of heaven may man put away the rule of 
right 

The Altar of Righteousness, II, p 1158. 

See above, §,6 Cf also the following extract (‘She’ refers to 
England ) 

She, loving hght for hght’s sake only. 

And truth for only truth’s, and song 
For song’s sake and the sea’s, how long 
Hath she not borne the world her lonely 
Witness of right and wrong? 

The Commonweal, XXVII, I, p 476 
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30 If we say that we seek a thing for that thing’s sake only, it 
may also occur that we use, or abuse, an expression which is 
either unconvmang and one-sided, or ambiguous For instance, 
by saying, ‘existence for mere existence’s sake’, we do not cer- 
tainly convey the idea of value’s immanence, but qmte an oppo- 
site one By saying, ‘Art for Art’s sake’, the idea of art as an 
objectified end, limited and exclusive in its abstraction, may be 
suggested, and often, when ‘Art for Art’s sake’ is discussed, the 
meamng of this very expression shifts from one conception to 
qmte an opposite one By saying, ‘truth for truth’s sake’, if truth 
were intended as an extrinsic end, an object, the force of the ex- 
pression would be lost, or the conception expressed would be 
one which is far from emphasizing the very immanent spirit of 
truth Indeed the man who seeks truth extrinsically, as an object 
given, IS generally one who shows rather a strong external will 
— and a hundred times over converts himself from one creed to 
another, and finds nothing In the expression, ‘pleasure for 
pleasure’s sake’, we are inclined to understand pleasure as slightly 
objectified One thing is pleasure active (cf Chaptci XVII, § 9), 
quite another is objectified pleasure We read, for instance, of 
‘the amount of pleasure’ which is found in a work of art Perhaps 
it is thought that this form of expression is more objective and 
saentific Not only taste, but saentific exactness, should prevent 
us from such a use of the woid 

The concept, which the above mode of expression chiefly 
brings into prominence, occurs most frequently in Swinburne’s 
poetry, meanmg intrmsic purposiveness and implying spirit and 
Its fundamental integrity — unless a one-sided viewpoint is em- 
phasized as such and thereby, to a certain extent, discounted (cf 
§ 31) Nothing one-sided is found, for instance, in the following 
passage 

When the might of the summer 
Is most on the sea. 

When the days overcome her 
With joy but to be, 

Cf Loch Torndon, II, p. 1014 , 1 2 
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The general conception concerned is most forcibly expressed 
in the following extracts from ‘Hertha’: 

Though sore be my burden 
And more than ye know, 

And my growth have no guerdon 
But only to grow, 

Hertha, I, p 737 

I bid you but be, 

I have need not of prayer, 

I have need of you free 

As your mouths of mine air, 

That my heart may be greater within me, beholding 
the fiuits of me fair 

Id, Ip 738 

Was not I enough beautiful^ 

Was it hard to be free^ 

Jd,I,p 739 

The concept of intrinsic purposiveness imphes that the dis- 
tinction between subject, object and means is not primary in 
consciousness This fundamental truth is reflected also in Swin- 
burne’s poems and vividly, though implicitly, sigmfied (cf , 
e g , § 25, the last passage quoted, 1 6) ^ 

^ On the concept of intrinsic purposiveness, again, in Swinburne’s poetry, 
cf below, § 33 


3 1 The Pagan World I use the word ‘pagan’ only symbohcally 
and for brevity’s sake Some distmct features of the twofold value 
of form and indeterminacy, and, more generally, of original 
Causality, may be gathered in the poems, or part of them — de- 
picting ‘sin’, and pleasure, and a world of lighter love and re- 
sponsibility — which belong to a comparatively earlier period of 
Swinburne’s poetical activity 

We may say (with no allusion to Swinburne) that, for instance, 
alcohol and drugs can provoke a feeling of infinity But all the 
crass Ignorance of modern scientism is needed to make us believe 
that such absurdly heterogeneous causes may constitute or ex- 
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plain, this feeling Swinburne’s position is most like that of one 
who IS sure to find — ^not, as Meredith, in elemental nature, but 
in an imaginary world of sin — a stronger ground to fight the 
idolaters, and a subject in which uneqmvocally to discover value’s 
ongmal and infinite character While he rediscovers value m 
lower forms (or those considered as such), he escapes the general 
objections wluch are made against its higlily cohstructed or its 
transcendental interpretations 

Pleasure is ‘certain’ (cf Dolores, I, p i68 ‘The one thing as 
certain as death’), and tins is meant, obviously, not only from a 
pragmatical but fiom a cognitive point of view It is mystenous 
(cflijl, p 158 ‘ To the shrine where a sin IS a prayei’) It is 
primordial (cf Id , I, p 160 ‘ Since God bade the world’s 
work begin’) It is perpetual 

Thou art fed with perpetual breath, 

And alive after infinite changes. 

And flesh from the kisses of death. 

Id, I, p 156 

It is nuxed with death, even as love is — but death is more incum- 
bent in It, IS not, in some sense, supciseded, looks closer and 
fiercer 

Death laughs, breathing close and relentless 
In the nostrils and eyehds of lust. 

Id , I, p 166 

Love sought for, let us say, in a reversed way, by starting from 
self-destruction, or from self-abjcction (cf Id , I, p 160, cf also 
A Ballad of Life, I, p 3), or from the flesh (cf Dolores, I, p 161 
‘Thou shall qmcken the soul through the blood’), is not attained 
m Its full value, but, perhaps, more consciously 

Self-reahzation as an end to itself (cf §§ 6, 30) becomes 
‘sterile’ Cf Id , I, p 156, and the passages 

Thou whose rootless 
Flower is frmtless 
As the pride its heart encloses, 

A Song in Season, I, p 397 
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Thou whose beauty 
Knows no duty 

Due to love that moves thee never, 

Id, td 

Yet that which is brought into sudden hght, m these images, 
IS the very reality of a deeper love This emerges, even more 
conspicuously, 'though likewise mdirectly, m the passages 
Ah beautiful passionate body 
That never has ached with a heart’ 

Dolores, I, p 157 

On thy mouth though the kisses are bloody. 

Though they sting till it shudder and smart. 

More kind than the love we adore is. 

They hurt not the heart or the brain, 

Id,td 

Cf Satia te Sanguine, 11 29-32, I, p 87 
Allusion IS made to the time when ‘the world’s heart was 
hghter’ [Dolores, I, p 162) — ‘When the Graces took hands with 
the Hours’ [The Last Oracle, I, p 302) The concepts of spon- 
taneity and grace, and of an immanent purpose, more or less 
profoundly absorbing, are again involved Indeed, m Swin- 
burne’s poetry, hghtness, andhcedlessness, seem to be turgid with 
rage, rather than serene However, let us quote in this connection 
(though not referring to anything especially pagan) the follow- 
ing passages 

Above the sea and sea-washed town we dwelt. 

We twain together, two brief summers, free 
From heed of hours as hght as clouds that melt 
Above the sea 

Free from all heed of aught at all weie we, 

Sa-O-e chance of change that clouds or sunbeams dealt 
And gleam of heaven to windward or to lee 

Past Days, H, p 544 
Here, where the world is quiet. 

Here, where all trouble seems 
Dead winds’ and spent waves’ not 

The Garden of Proserpine, I, p 169 
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32 The Actual Cause I have considered some of the funda- 
mental aspects of the actual cause, as represented m Swinburne’s 
poems But this all-radiating centre of activity — ^logically depen- 
dent, as I conceive it, on the fact of there being anything really 
active in subjectivity — ^is elicited even more directly Swinburne 
searches for a name for it, tentatively 


A soul that labours and lives, an emotion, a strenuous 
breath. 


Hymn of Man, I, p 756 


It is ‘many-named and single-natured’ [Athens, II, p 619) 

The image of a flower happily conveys the idea of the one and 
the manifold It appears to acquire a higher degree of reality, 
while implying and in some way symbolizing this fundamental 
concept 

a flower more strong 
Than life or time or death, love’s very rose of song 

ANcw-'YearOde,ll,‘p 878 


Her whole soul’s one great mystical red flower 

Tristram of Lyonesse, I, II, p 27 

Spirit may be likened to a many-faceted gem Yet this, if it is 
spirit, differs from a material gem, inasmuch as any aspect of it 
IS immediately intelligible in each of its aspects A landscape may 
show this relationship It may disclose ‘the word of the world’, 
for its manifold aspects are made with light’ and with ‘darkness’ 
(m the deeper subjective meaning of these words) Its manifold 
qualities aie related through a ‘likeness’ and a ‘kinship’, which 
witnesses an original constancy in the intimate nature of thought 


the scripture of light and of darkness, the word 
of the world, 

An Autumn Vision, II, p 990 


Bore witness there to the soul of its likeness and 
kinship, above and below 

A Channel Passage, II, p 1119 
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The creative principle does not exist, according to an imman- 
ental interpretation, except in the very act of its self-reahzation 
Besides, a medium of expression, or of actuahzation, is required, 
which IS essential not only to the nchness but to the very reahty 
of the act itself, and is neither separable nor discermble from it ^ 
The creative principle is 


Indivisible spirit and blood, indiscermble body from 
soul 


Hymn of Man, I, p 756 


On the other hand — since its objective and dissectable moment 
does not constitute its very hfe — ^it is, m a sense, unreachable, and 
invisible Moreover, it must be admitted that it exceeds, in some 
respects, its hving form itself Cf the following extracts 

Invisible 

And visible . 

The Altar of Righteousness, II, p 1142 


Light, perfect and visible 
Godhead of God, 

God indivisible. 

Off Shore, II, p 462 

O natural force in spiiit and sense, that art 
One thing in all things, frmt of thine own frmt, 


And mextirpable thy viewless root 

The Eve of Revolution, 25, 1 , p 684 

‘Light’ IS another name for the spirit, compare, for instance, 
the penultimate passage quoted Cf also the line 

To’stram insensual eyes toward increate hght, 

Tristram of Lyonesse, V, II, p 82 

^ Objective multipbaty is essential, I bold, to the mental synthesis And by 
‘mental’ I understand aU that is self-active, subjective It is m accordance with this 
conception that I allowed myself to use the expression ‘m-objective’ (m which 
the preposition ‘m’ has an advenauve meamng and imphes an essenud relation 
with objective multiphaty) instead of the words ‘non-objective’, ‘trans-objec- 
tive’, ‘infra-objective’, ‘non-spatial’, which would convey quite false views 
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‘InsensuaE should not be understood, according to Swinburne’s 
general conception, as if the ‘spirit of sight’ (to which it refers, 
and which is mentioned m the text in the lines immediately pre- 
ceding) were radically distinct from sentiency and opposed to it 
Increate’ either should mean ‘born, not made’, ever self-originat- 
ing, or that which has always been in its ever self-oiiginatmg 
forms 

33 The very conception that value is original, i c , ever self- 
onginating, is most forcibly and explicitly expressed Value (it is 
emphasized) is its own cause Indeed this is implied in the idea 
that value is self-purposive for inward puipose is just meant as 
that which is self-active, that is to say, that which is a cause with 
reference to itself Yet this very central point, concerning value’s 
inward causahty, is more distinctly expressed and vindicated 

Love, that what time his own hands guard his head 

The whole world’s wiath and strength shall not strike 
dead, 

Love, that if once his own hands make his grave 

The whole world’s pity and sorrow shall not save, 

Tristram of Lyonesse, Prelude, II, p 6 

Love that is fire within thee and light above. 

And lives by grace of nothing but of love. 

Id, id 

Love, that though body and soul were overthrown 

Should live for love’s sake of itself alone, 

Thalassius, I, 595 

Shrines or songs that the world’s change wiongs 
not, live by grace of their own gift’s grace 

On the South CoaU, II, p 983 

‘Gift’ this word rightly points out the fact that the creative 
moment, or any of its aspects — ^its simplicity, for instance, or 
freedom itself— could never be constructed at will On this sub- 
ject in general, concerning a deep intimate causahty in value, 
cf above, § 25, especially the two last passages quoted 
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External and, on the other hand, original causahty, are con- 
trasted in the following passages 

Mother, not maker. 

Born, and not made, 

Hertha, I, p 734 

Was Love that nesthng indeed that under the plumes 
of the mght 

Was hatched and hidden as seed in the furrow, and 
brought forth bright’ 

The beautiful bird unbegotten that night brought 
forth without pain 

Hymn of Man, I, pp 754, 755 


That wrought the whole world without stroke of 
hand. 


Tristram of Lyonesse, Prehide, II, p 5 
(‘That* refers to love’ ) 


Sprung of the sea without root. 

Sprung without graft from the years 

Atalanta in Calydon, II, p 274 


34 Not a few of Swinburne’s poems are dedicated to children 
He generally does not discover and sigmfy, in any remarkable 
degree, in little children’s grace and wisdom, the indication of 
the self-charactenzed nature of mental activity, and of a truth 
which lies deeper than education, local conditions and heredity 
He admiringly and untiringly desenbes their smiles and their 
tears as coming from Heaven — ^perhaps rhetorically Yet the 
following passage clearly reflects the original element we are 
considering and contains words which perfectly fit in with its 
description 

All heaven, in every baby bom. 

All absolute of earthly leaven, 

Reveals itself, 
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Yet man might feel all sin forgiven, 

AU grief appeased, all pain outworn. 

By this one revelation given 

Babyhood, II, p 567 

Cf ^Iso A Child's Ptty,ll,p 695 

^35 Freedom Freedom has a deeper, more essential and more 
comprehensive meaning than ‘free- will’ m the traditional accep- 
tation of the word, which lays stress chiefly on deliberate judge- 
ment, control over feeling, abstract choice, and aibitrary will 
Indeed free-will is only an instance, however conspicuous, of 
freedom ^ Let us also point out (supposing there is someone who 
doubts It) that it is not a mere name which unites freedom as 
effort and, on the other hand, freedom as grace, as gift, as in- 
spiration, as song Freedom which is effort and freedom which is 
spontaneity have deep common chaiacteristics Both m freedom 
as freewill and effort, and in the vciy act of compichension and 
love, there is non-predctcrnii nation, 01 anyhow, if we prefer, 
the feeling of something not absolutely piedeterminate But any- 
one who is not entirely convinced of an essential non-pi cdcter- 
mination of psychic activity will find another common charac- 
teristic, if possible even more fundamental For both effoit and 
love contain in the present moment, in its very simplicity or 
umty, the sense of a gradation of possibilities That is to say that 
they overcome objective (though only ideal) multiplicity Now 
let us keep well in mind that we could not see how objective 
multiplicity (even only ideal or mental) could ever be overcome, 
unless the overcoming be immediate m the act and this be already 
possessed, at any given moment, with a sense of something 
gradual and virtual or potential, and thetefore, in embryo, mani- 
fold Hence freedom, which is precisely this sense of a gradation 
of possibilities, makes us undeistand how the synthesis of thought 
(either piactical or cognitive) is possible, it lets us understand 
how the many-in-one — and the one-m-the-many — is possible 
Freedom gives us the key to the unity — the unity in multiplicity 
And he also who thinks that freedom is an illusion, ought to 
admit, however, that this illusion is the seed of all our psychic 
^ Cf my work It concetto dclV indetermmazione, § 13 ff 
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life For the secret of the psyche hes m a potentiality which is 
active, real — and which does not oppose itself to being, but re- 
presents It in all Its value and force And this value of potentiahty 
is essential no less to grace (if it be not entirely gratuitous) than 
to effort 

But if we had to make a choice and renounce one or the other 
use of the word, we should keep the word ‘freedom’ to sigmfy 
that freedom which lies in any original value whatever, and 
which is more or less vividly felt, and immediately known, e g , 
in song, in love and in responsibihty (which is akin to love) 
Freedom depicts the active principle most radically It means 
actualization, and at one and the same time it emphasizes in 
actuahzation the moment of indeterminacy — a value of potency, 
of infinity Moreover, deepening itself, freedom discloses the 
feeling of the intrinsic and universal character of its very prin- 
ciple — a value of intrmsicahty (or eternity), which at the same 
time enhances it and, as it were, weighs upon it Freedom is per- 
haps the most reveahng, certainly the most general and, also, the 
most concrete name for the spirit 

Freedom we call it, for hoher 
Name of the soul’s there is none, 

To Walt Whitman in America, I, p 784 

(‘It’ refers to ‘the spirit of earth’ In the following passage, ‘it’ 
refers to freedom ) 

But in weariest of years and obscurest 
Doth It live not at heart of all things. 

The one God and one spirit, a purest 
Life, fed from unstanchable springs^ 

Within love, within hatred it is, 

* U,td 

Freedom alone is the salt and the spirit that gives 
Life, and without her is nothing that verily lives 

A Child's Future, II, p 707 

Cf To Walt Whitman in America, I, p 785, Tenehrae, I, p 752, 
Thalassius, I, p 593 
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Freedom is one thing with its sensuous realization — that is, 
with the ‘sound’ of the song 

and freedom’s the sense of thy spirit, the sound 
of thy song, 

Marchy an Ode, I, p 468 

(‘Thy’ refers to the ‘maddest and gladdest of months’ ) The unity 
of sense and spirit is exphcitly declared 

Spirit and sense are as one 
In the light not of star noi of sun. 

Liberty there is the light 

Tenebrae, I, p 752 

‘Sense’ (as I understand) is actualization, ‘spirit’ the intrinsic or 
eternal in it, ‘liberty’ the purest and newest, most creative 
moment, which is both actualization (individuality, form) and 
the overcoming of multiplicity A kind of trinity is repicscnted, 
in which freedom is the central, most dynamic and most reveal- 
ing moment 

Freedom constitutes the decisive element winch makes for 
time’s reality (sec below, § 36) Cf the following line 

And freedom fills time’s veins with power, 

OnthcDown^,!,^ 855 

Freedom is felt as at once original — not absolutely necessitated 
— and infinite The second aspect is especially signified in the 
following passage 

Free as the wind when the hc^rt of the twilight is 
stirred 

Eastward, and sounds from the springs of the sunrise 
arc heard 

Free — and we know not another as infinite woid 

A Child's Future, 11 , p 707 

This infinity depends on a feeling of virtuality, and this is in- 
tensely stimulated by foim A deeper infinity, again, as I have 
many times pointed out, is in some degree implied ^ 

^ Cf Song for the Centenary of Walter Savage Landor, 45, II, p 447, A Child*s 
Future, 11 , p 708, Before a Cruefix, 1 88, 1 , p 744, The Armada, VII, I, p 505 
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36 Tme Time has been considered as a mere negative condi- 
tion — a delay, as it were, in the fulfilment of God's perfection, 
incompatible with God's omnipotence, an emblem of transitori- 
ness and decay, a mere external relation In recent years, how- 
ever, time's reahty has been brought into prominence (Rela- 
tivity or, rather, some misinterpretations of it, should not deceive 
us ) Swinburne deeply sees time's suhstantial character 

Time, father of hfe, and more great than the life it 
begat and began. 

Earth’s keeper and heaven’s and their fate, lives, 
thinks, and hath substance in man 

The minutes that beat with his heart are the words to 
which worlds keep chime, 

And the thought in his pulses is part of the blood and 
the spirit of time 

Hymn of Man, I, p 761 

cf §§ 35, 38 

The forward urge, which intelligibly belongs to the very in- 
trinsic nature of the mental synthesis (cf Chapter VII, § 3), is 
Itself a light and a colour, and a force, in Swinburne's poetical 
imagination Cf in this connection the last words of the follow- 
ing passage 

Through the darkness and the splendour of the centuries, 
loud or dumb. 

Shines and wanes and shines the spirit, lit with love of 
life to come 

The Altar of Righteousness, II, p 1141 

Cf Hymn to Proserpine, 1 54, 1, p 70 
The hardly perceptible lapse of time seems to reflect the sense 
of an intimate becoimng and the perpetuity of the prime 
sources 

I hear the low sound of the spring of time 

Ttresias, I, p 837 
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37 Temporal multiplicity (not time) effaced, or overshadowed, 
evokes and expresses a sense of etermty 


And all these thmgs, bright as they shone before 
Man first set foot on earth or sail from shore, 

Rose not less radiant than the sun sees now 
When the autumn sea was cloven of Tristram’s 
prow 

Tristram of Lyonesse, VIII, II, p 121 

(‘Them’, in the following passage, refers to the Enghsh ships 
which are sailing to meet and fight the ‘Aimada’ ) 

And about them the blithe sea smiles 
And flashes to windward and lee 
Round capes and headlands and isles 
That heed not if war there be. 

Round Sark, round Wight, green jewels of hght m 
the rmg of the golden sea 

The Armada, V, I, p 496 

38 Fate Fate is a power, an obscure purpose, non-human (cf 
§ 24) It IS not dcterimnistically conceived Swinburne’s inter- 
pretation of fate agrees with that which has generally prevailed 
among civihzed and uncivilized nations — for it is only in our 
time that an attempt has been made to interpret the idea of fate 
as the naive expression or recogmtion of what is described in 
modern times as the uniformity and iigidity of natural laws ^ 
Hence there is no contradiction between Swinburne’s concep- 
tion of fate and, on the other hand, his conception of freedom 
In fact the existence of a hidden power which influences our 
actions may have a decisive importance from a practical point of 
view, but, once an active principle m living processes, implying 
original causahty and freedom, is admitted, it matters httle, from 
an ontological point of view, where freedom chiefly resides, 
either in our consciousness, or in our subconsciousness, or in ex- 
ternal agencies The existence of tyrants has never interfered 
with the ontological problem of freedom 

’ Cf m) work Studi sulk precogmziom, 1937, p 142 
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Fate, in Swinburne’s poems — ^leavmg aside its meaning as the 
embodiment of a lofty thought of umversahty and self-transcen- 
dency — ^is characterized above all by power 

Fate, that breathes power upon the hps of time, 

Tnstram ofLyonesse, IX, II, p 133 
In this respect, that is to say, in making time’s reahty, it is most 
hke freedom (cf On the Downs, I, p 855, quoted § 3 s), and most 
like love (cf Tnstram of Lyonesse, Prelude, 11 , p 5) Indeed it is 
conceived as essentially akin to them But, perhaps because of 
Its stronger and vaster, obscure purposeful character, or because 
we know hardly anything else about it, it is pre-eminently des- 
cribed as power It gives to the numberless processes and events 
a wider umty and a temporal direction (Cf Id , VI, 11 209, 
210, II, p 94, The Eve of Revolution, 27 , 1 i, I, p 685 ) 

Also It forms, let us say, in the Macrocerebrum, a world of 
subtle quahtative relations 

A raiment of eternal change mwrought 
With shapes and hues more subtly spun than thought, 
Tristram of Lyonesse, IX, 11, p 133 

39 The idea that hfe’s principle — that is to say, subjectivity — 
cannot be destroyed and will always exist, though it may have 
had a beginmng, is suggested (‘They’ refers to ‘ forces with- 
out form and viewless powers’ ) 

But hfe they lay no hand on, hfe once given 
No force of theirs hath competence to take. 

Life that was given for some divme thing’s sake. 

To mix the bitterness of earth with heaven. 

Light with man’s mght, and music with his breath. 

Dies not, but makes its hvmg food of death 

Ttrestas,\,p 838 

Compare, however 

Our mother Nature, dark and sweet as sleep. 

And strange as hfe and strong as death, holds fast. 

Even as she holds our hearts ahve, the deep 
Dumb secret of her first-bom birtlis and last 

In Memory of John William Inchbold, I, p 550. 
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‘The law of tears* — a deeper consciousness — began, no prodi- 
gies announcing her 

But sudden, an unfathered flame, 

And broken out of mght, she shone, 

She, without body, without name. 

In days forgotten and foregone, 

Atalanta in Calydon, II, p 312 

40 Evil Swinburne represents evil as real in itself, seeking 
Itself qua evil, original and ultimate, as a Deity is conceived to 
be Compare the passage 

For who shall change with prayers or thanksgivings 
The mystery of the cruelty of things^ 

Or say what God above all gods and years 
With lamentation from strange lands, 

from scarred mouths of slaves, 

Prom prison, and from plunging prows of ships 
When darkness is made fast with seals and bars. 

And ficice reluctance of disastious stais, 
and blind inexpiable things — 

With sorrow of labouring moons, 

And weeping of the weaiy Pleiads seven, 

Feeds the mute melancholy lust of heaven^ 

Anactoria, I, p 62 

who bade 

Pam animate the dust of dead desire. 

And life yield up her flower to violent fate^ 

Id , I, pp 62, 63 

The whole tragedy of life is epitomized in the last line, where the 
contrast between the delicate, infinitely laborious works of nature 
and their miserable end is represented ‘Pam’ describes, crudely 
and directly, the primordial dissatisfaction — and this seems to be 
alluded to as if it were both the mother and the daughter of 
‘desire’ Yet the poet*s general view is not that of pessimism 
Faith in the spirit, immanently conceived, is, in this main con- 
nection, Swinburne’s dominant idea Joy and courage character- 
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ize freedom, which is life’s supreme and intelligible reality 
Sometimes, however, he represents man as the blind instrument 
of a cruel destiny 

In his heart is a bhnd desire. 

In his eyes foreknowledge of death, 

Atalanta in Calydon, II, p 259 

41 Truth Eternal verities may have been distorted and dis- 
credited, for everything in mental hfe is falsified, when it is not 
seen in the light of the ever-new spring of the spirit and is 
objectified But they cannot be cancelled, they depend on an in- 
trinsic characterization of self-activity, that is to say, of subjec- 
tivity Itself ‘Truth’, as the word is used in the following passage, 
is a name, again, for the spirit It lays stress on the intrinsic neces- 
sity of the mamfold aspects of the creative essence, and on the 
‘unconquerable’ character of its ever-renewing form and inner 
relations (cf ‘body’) It points to a value of etermty which the 
mere agreement of our mental presentments — ^that has been some- 
times considered as the ultimate test of truth — could never afford, 
and which depends on something deeply intrinsic in the nature 
of the synthesis of thought, 

a star 

all unconquerable by noon or night. 

Being kindled only of life’s own inmost fire, 

Truth, 

Fountain of all things living, 

brighter than the sun’s the body of Truth 
Eternal, 

Tristram of Lyonesse, IX, II, p 135 

Swinburne, in the words which immediately follow, depicts this 
‘body of Truth eternal’ as almost unattainable by our knowledge, 
exceeding our imagination yet this statement should not be 
taken literally In fact, according to his conviction, this truth in- 
forms all growth It is one and the same in life and in thought — 
even in theoretical thought, in so far as the ‘sap’ of hfe or spirit 
does not desert it Compare the following extracts 
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For truth only is hving, 

Truth only is whole, 

Hertha, I, p 739 

(‘His’ refers to ‘man’) 

the truth and his spirit are wed, 

His soul IS at one with the reason of things that is sap to 
the roots 

Hymn of Man, I, p 763 

The very pnnciple of truth is asserted, though only imphcitly, 
and abstractly, in the words, ‘Reason and love, whose names are 
one ’ [The Eve of Revolution, I, p 671) For very truth — the 
prinaple of truth — ^lies in the claim for an infimte identity with 
the real, infinitely, though never absolutely, impersonal, and this 
IS found both in ‘reason’ and ‘love’ This truth, which includes 
objective truth, but does not he properly in it, and lives in doubt 
and not in dogma, is not satisfied with any thought whatever 
which cither refuses to face facts or is disinchned to scaich into 
the core of reality The following line cxpicsscs this deepest 
claim, and is highly rcpiescntativc of Swinbuinc’s poctiy — and 
hfc 

Truth moie than dreams is dear 

A Birth-Song, I, p 376 


Joyful and playful fancy is hardly found in Swinburne’s poems 
Even in lines like these, 

I found in dreams a place of wind and flowcis. 

Full of sweet trees and colour of glad grass, 

A Ballad of Life, I, p i 


the existential judgement is, let us say, incumbent 

Some remarks on the subject of imagination might here find 
their place I do not mean, m the above or in any connection 
whatever, to oppose fancy to imagination It is impossible to 
strip the word ‘fancy’ of its fundamental, central meaning, which 
IS still that of ‘imagination’, and, in my opinion, it is preferable 
to use this word — as does Keats in his poem ‘Fancy’ — without 
distingmshing it radically from ‘imagination’ Quite a different 
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flung IS illusion/ and self-delusion, and a forced division from 
reality, as it is found sometimes in romantic poetry A radically 
distinct principle is then prevaihng, an external, voluntary and 
pre-eminently practical attitude, which violates truth But im- 
agination (I mean fancy as well) does not ignore reahty, and 
particularly, it does not disown or reject objective truth imagma- 
tion supersedes it, or unwittmgly obhterates it, only because of 
the strength of its inward truth But the claim for truth’s wide 
embrace is contained m it, makes its clearness, its actual infimty, 
Its harmony and its very force Bereft of truth — of inward truth, 
and of the very pnnciple of truth, which is agam an ‘inward’ or 
‘mtrmsic’ truth — imagination is no more, but arbitrarmess, de- 
formity and futile things take its place 

The study of ‘substantial’ (not ‘formal’) logic confiims ever 
and ever again the above statement Substantial logic, as I mam- 
tain, comprehends and constitutes poetical thought » Intuition is 
not an evasion from logic but a deeper logic Imagination is not 
something, let us say, opaque And the bright kinships of con- 
cepts of which I have given many examples in the passages 
quoted — for instance, in this chapter, §§ i8, 9 ff , 32 — ^have a 
force and significance which depend on their deep logical 
ground 

Neither is imagination a process of abstraction and ehmma- 
tion This, agam, belongs to the external will Or, if a spontane- 
ous, original process is intended, these words ‘abstraction’, 
‘elimination’ do not describe it at all 

Imagination mteiprets reahty through intrinsically character- 
ized values and modes, and conditional relations, even as mathe- 
matical thought — ^which is stiU imagination — ever-ongmally 
does Imagination is expression — except that this word ‘imagina- 
tion’ avoids the misleading implication of a necessarily external 
expression It is actuahzation, in the sphere of mental present- 
ments It IS very thought it may differ from scientific thought 
only through gradual and in the main secondary points of differ- 
ence (cf Chapter XVIII, §§ i, 2) 

^ Cf Chapter I, § 34 

® Cf Chapter VIII, § 24 (2), II concetto delV mdeterminaziom. Part II, Chapter 

m 


X 
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Imagination is that ‘body of Truth eternal’ of which Swin- 
burne speaks Blake, among poets and philosophers, is the one 
who expresses this conception unnuxedly ^ He identifies imagin- 
ation with Form — the formative or active principle Wordsworth 
has words which strongly and cxphcitly point to this conception 
Itself,® but sometimes, both m his poems and in his piose, he 
seems to have lost sight of it 


iCf Chapter V,§ I 

® Chapter VI, § 2 (passage quoted from The Prelude, XIV, 1 189) Cf also 
Meredith, A Faith on Trim (see above. Chapter XTV, § 7) 
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chapter XVI 

OSCAR WILDE 

1856-1900 


POEMS BY OSCAR WILDE Methuen, London, 1916 (First Edition 
1908 ) 


I Oscar Wilde, however untrammelled in his scepticism, still 
beheved that expression was not a reahty to be entirely derived 
from something else, but that it revealed a peculiar power of 
great sigmficance, not unrelated with the formative or active 
prinaple of the ancient philosophical tradition He had not yet 
attained that signal standpomt, according to which the pecuhar 
value of expression must be traced to such processes as are de- 
scnbed, e g , by the phrases ‘ridding the system of inhibitions’, 
‘to work out surplus energy’ He still dared to speak of ‘the 
God that IS withm us’ [Humamtad, p 204, cf The Duchess of 
Padua, Act II ‘ the unhewn stone before the sculptor Has 
set the God within it’) ^ 

His conception of an active prinaple is that of absolute im- 
manentism Compare, for instance 

One fiery-coloured moment one great love, and lo ' we die 

Panthea, p 167 

Cf also Id , pp 163, 168, Charmtdes, p 132 
His consaousness of thought’s reahty, and of its primacy m 
respect of its conditions, is unacqmred and rich His scattered 
reflections on art owe to this their sometimes striking truth 


^ Methuen, London 1931 (1908), p 60 
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2 The training of the controlling wiU and the pursuit of the 
conditions of happiness are ‘given away’, while passions, and 
that which is in fact the realization and the discovery of the crea- 
tive essence — or spirit — through passions, and through the dis- 
«:olution of peisonahty, arc preferred This idea is certainly found 
in poets of all ages, but in the case of Oscar Wilde its expression 
presents a special interest, because he paid most dearly for his 
choice, or vocation The following lines appear to belong to his 
earhest poems collected, and contain an anticipation, as it were, 
of his whole hfe 

To drift with every passion till my soul 
Is a stringed lute on which all winds can play. 

Is It for this that I have given away 
Mine anaent wisdom, and austere control? 

Hilasi, p 3 

3 The idea of making hfe a sort of experience, to be puisued 
for Its own sake, the insistence upon tins idea, indicates a 
markedly cognitive attitude Now life at its deepest and fullest 
may be known either in life generally or m art, since then piin- 
ciple IS one In art we may more intimately and reveahngly 
attain some aspects of the oiiginal, self-dependent principle But 
in the main it is in life that we may get the fullest experience 
Thus he chooses life, he says, leaving aside a more ambitious, per- 
haps less genuine and less disinterested apprehension of the same 
essence Cf the passages 

had I not been made of common clay 
I had climbed the higher heights unchmbed yet, seen 
the fuller air, the larger day 
From the wildness of my wasted passion I had struck 
a bcttei, clearer song. 

Lit some lighter light of freer freedom 
And the imghty nations would have crowned me, who 
am crownlcss now and without name. 

Flower of Love, p 2i i 
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I have made my choice, have hved my poems, and, 
though youth is gone in wasted days, 

I have found the lover’s crown of myrtle better than 
the poet’s crown of bays 

Id , p 213 

The intimate freedom of contemplation and inspiration, and, on 
the other hand, freedom in general, are rightly and subtly de- 
scribed, in the first of the passages quoted, as differing only by 
degrees 

4 Beauty, no matter if in art or outside it, shows original 
grace as free from anything left extrinsic, for instance, from 
utilitarian ends Oscar Wilde finds that ‘the spirit of beauty’ has 
deserted his age ‘Somehow the grace, the bloom of things has 
flown ’ [Humanitad, p 206) , and he was among those who 
hoped to find at last in art’s and beauty’s present glory the justi- 
fication of hfe Itself, and thereby to atone for ‘the soul’s dread 
weariness’ (Queen Henrietta Marta, p 158) and for much evil To 
the new Helen he says 


Thou hast come down our darkness to illume 
For we, close-caught in the wide nets of Fate, 

Wearied with waiting for the World’s Desire, 
Aimlessly wandered m the House of gloom, 

Till wc beheld thy re-arisen shrine. 

And the white glory of thy lovehness 

The New Helen, p 59 

5 Concerning quite a different matter than that of his aesthetic 
creed — but n'bt entirely unrelated to it and to the point of view, 
prevailingly individualistic, that there is in our consciousness an 
original and supremely real element — Oscar Wilde is deeply 
affected by a problem, which is most serious and acutest in ethics 
and pohtics The social will is entirely — and murderously — ^in- 
competent, in the face of intimate and original values and reali- 
ties He says 
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But this I know, that every Law 
That men have made for Man, 

Since first Man took his brother’s life, 

And the sad world began, 

But straws the wheat and saves the chaff 
With a most evil fan 

The Ballad of Reading Gaol, p 298 

In our present effort to increase organization and to elaborate the 
means for the attainment of a less illusory justice, this we must 
never forget ^ 

The man who is to be hanged is represented with penetrating 
and loving words 

His soul was resolute, and held 
No hiding-place for fear, 

He often said that he was glad 
The hangman’s hands weic near 

Id , p 283 

And his step seemed light and gay. 

But I never saw a man who looked 
So wistfully at the day 

Id , p 273 

The less apparent thought of this man is immense and weighty 
as life, as destiny is 

6 Women are gently depicted — with words which owe their 
hghtness and their wide embrace chiefly to the fact that they arc 
born of, and embody, spiritually radical concepts 

She hardly knew 
She was a woman, so 
Sweetly she grew 

Requiescat, p 39 

There is hghtly suggested self-surrender, sclf-oblivion, the tien- 
scendmg of all exclusivity — a transcendency V/hich is inheicut in 
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% 

being Itself, the soul concerned with (original) value, whatever 
It IS, and not with objective particularity (which emphasizes the 
distinction between male and female), the problem, or indeed 
the mystery, of value which is, by defimtion, consaousness, and 
yet seems to be less conscious the higher it is (cf Chapter XVII, 

I 

Compare also 

Yet the wife loves him' and wiU rise next day 
With some red bruise across a careworn face. 

And sweep the house, and do the common service. 

And try and smile, and only be too glad 
If he does not beat her a second time 
Before her child' — ^that is how women love 

The Duchess of Padua, p 104 

I see when men love women 
They give them but a httle of their lives. 

But women when they love give everything, . 

Id , p 105 

7 Form exclusive, self-centred — ^in love’s inner play — ^is sig- 
nified by the image of the ‘Sphinx’ It is shown as an eternal 
power, both dismally obscure and most vital 

In a dim corner of my room for longer than my fancy 
thinks 

A beautiful and silent Sphinx has watched me through 
the shifting gloom 

Inviolate and immobile she does not rise she does not 
stir^ 

For silver moons aie naught to her and naught to her 
the suns that reel 


Get hence, you loathsome mystery' Hideous ammal, 
get hence ' 

The Sphinx, pp 247, 267. 
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At the same time the poem obviously represents a lower sensuous 
li fe — an inferior level of hfe altogether — felt and feared 

8 Images of landscape are not rare in Oscar Wilde’s undem- 
ably scanty poetical production Here, again, it would be easy 
to call attention to radical concept-values, which are expressed 
m the landscape — or, if we prefer, arc the medium for the repre- 
sentation of the landscapes themselves Compaic, e g , The Gar- 
den of Eros, 1 103, p 28, The Burden of Itys, 11 90, 91, p 67, 
Charmides,^ I2g,\ 6, La Fuite de la Lune,l\ 1-4, p 136. 



Chapter XVII 


FRANCIS THOMPSON 

1859-1907 


THE POEMS OF FRANCIS THOMPSON Oxford University Press, 
1938 (First Impression, 1937) 


I We find in the following passage unmistakably the genuine 
and rare poet and, at one and the same time, the cxphcit expres- 
sion of that core of causality, which is the mam subject of the 
present study 

In poets floating like a water-flower 
Upon the bosom of the glassy hour. 

In skies that no man secs to move. 

Lurk untumultuous vortices of power. 

For joy too native, and for agitation 
Too instant, too entire for sense thereof. 

Contemplation, p 189 

Tn skies that no man secs to move. Lurk ’ the moment of 
indctciniinacy is hcie depicted in all its power, as a positive and 
original reality 

‘For joy tfto native’ perhaps the active prmciple is known or 
felt as too familiar, ancient, connatural to everything, for ‘joy’ to 
be the piopcr emotion in this connection Or also we may find 
somehow reflected, in these very words, the idea that the causal 
and present essence lies deeper than joy, and sorrow, and person- 
ahty (cf Chaptci XV, § 25) 

‘Too entire for sense thereof’ The problem faces us again 
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How IS It possible that there should be almost an opposition be- 
tween consciousness (or sense) of value, which is essential to 
value, and, on the other hand, value itselP^ 

‘Untumultuous’, Tor agnation too instant’ Every extrinsic 
action IS absent Yet the absence of all external causahty, of any 
in Itself lifeless object of the will, and of all means (which is not 
a medium of expression and real expression) could not in itself 
account for the tremendous power revealed The absence of any- 
thing extrinsic is only an aspect and, m a sense, a consequence, of 
an ardent originality — of the very intensity of self-activity in 
poetical and contemplative thought The hmtumultuous’, ‘in- 
stant’ moment contains, in its appaient peacefulness, in its very 
lightness, an unquenchable thirst, and a key-note deep and rich, 
m which all the turmoil of external life is foreshadowed Com- 
pare Keats’s expressions ‘wakeful rest’, ‘ardent listlcssncss’ (Chap- 
ter IX, § 2) and ‘Oh what a power hath white Simplicity (Id , 

§4) 

Only when all extrinsic processes aic supciseded wc have 
activity and reality in a higher sense ^ The concept of intrinsic 
purposivcncss and causility has been aelmnably expressed by 
poets, as wc have seen, and this is one of the clcaiest cximples 
The genuine cognitive expeiicncc of the poet reveals whitever 
may be intelligible and less fictitious, as fai as I can see, in the 
traditional conception according to which God is represented as 
moveless and changeless, yet active 
The philosophical pregnancy of these lines and, on the other 
hand, their poetical value not only point to one and the same 
source, but could haidly be distinguished This reflects a general 
fact, as I maintain, but the lines quoted show it clearly and 
impressively, and are in this respect especially significant, both 
from the point of view of philosophy — as the science of an ori- 
ginal qualitative principle — and from that of art 

Compare for some passages, which explicitly refer to the 
same concept-values, Contemplation, pp 188-190 

Indeterminate immanent purpose, again, and the fact that the 

1 Cf Chapters VIII, § 3, XVI, § 6, 1, § 37 

^ Cf Chapter I, § 33 (first paragraph) , Iwrfrr, ‘Subject-object -means distinc- 
Uon’ See Intelligence in Expression, §§ 82, 83 
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liveliest creative moment approaches formlessness (cf ‘death’), 
find in the following lines their direct expression 

A bubble, charioteered by the mward breath 
Which, ardorous for its own invisible luie. 

Urges me ghttenng to aenal death, 
l am rapt towards that bodiless paramour, 

Sister Part II, p 36 

2 Generally Francis Thompson envisages the alternation of 
hfe and death — a constant thought m his poetry — ^from an ex- 
ternal point of view (cf eg, ‘The fern-plants moulder when the 
ferns arise For there is nothing hves but something dies. And 
there is nothing dies but something lives’ Ode to the Setting Sun, 
p 103) But the intimate meaning of the death and life relation 
(cf Chapter XV, § 10) is undoubtedly reflected m the foUowmg 
extracts 


It IS the falling star that trails the light. 

It IS the bicaking wave that hath the might 
Is It not so, O thou down-stricken Day, 

That draw’st thy splendours round thee in thy fall’ 
Thou dost thy dying so triumphally 
Clad in the light of thine immortal youth ' 

Ode to the Setting Sun, pp 96, 97 

Since the hunt o’ the world begun. 

Lashed with terror, leashed -with longing. 

The mighty course is ever run 

With love that tremblcth, fear that loveth. 

And Life with Death 
In obscure nuptials moveth. 


Orient Ode, p 198 

It must be noticed, however, that what is above all emphasized in 
Francis Thompson’s poetry, in this connection, is the idea that 
death bears in itself the germ of life, in so far as this idea reflects 
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practical and ethical aspirations (Cf Ode to the Setting Sun, p 103, 
11 13-16, 22-25 ) 


3 The pictorial (or sonorous) images, seen (or heaid) between 
the images themselves — alluded to in the following lines — do 
not describe something which we may simply refer to memory, 
or retention, or the intermingling of physiological data 

Hidden stars by the shown stars’ sheen, 

Colours unseen by the colours seen. 

And sounds unheard heard sounds between. 

And a mght is in the light of the sun 

New Year s Chimes, p 203 


The last line contains the due — if it were needed — to those pre- 
ceding Infinity, 01 the highly indeterminate moment (cf 
‘Night’) lies in the single star, 01 coloui, 01 sound [qua sensed), 
in the same way as ‘a mght is in the light of the sun’ Infinity is 
inseparable from instant actualization, iinsnuich as this is felt as 
not entirely predetermined and contains an element of potency 
The refrain, m the same poem, icpeated with little variation 
(e g , ‘And a million suns arc but as one’) confirms this interpre- 
tation The quahty of being infinite — and virtually universal — is 
immediately contained in the single actualization 

This actual, felt infimty finds higher and richer forms Com- 
pare the following lines with those just quoted 


For ever the songs I sing arc sad with the songs I 
never sing. 


Memorat Memoria, p 


343 


How many songs must die that this may live ' 

From the Night of Forcbeing, p 212 

Cf Daisy, 11 47-48, p 4 


4 ‘Invisible’ and the analogous terms in the following passage 
refer, in the first place, to the essential moment in psychic acti- 
vity, which refuses to be objectively identified 
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O world invisible, we view thee, 

O world intangible, we touch thee, 

O world unknowable, we know thee. 
Inapprehensible, we clutch thee' 

The Kingdom of God, p 349 

Francis Thompson’s poetry even seems to have its nuclear force 
in the discovery of the immanent spirit (cf §§ i, 6 and 9) But 
here we may find the expression, however dim, of the feehng 
that the infinite exists also outside form and outside all our con- 
ceptions 


5 The mfimte presence, or the infimte absence, lurking m aU 
things seen, acquires a new meamng and a new power in the 
following lines They express the idea of an inward purpose, 
never satisfied — and not transcendentally conceived, or not 
necessarily so 


O gam that lurk’st ungainfed in all gam' 

O love wejust fall short of in all love' 

O height that in all heights art still above' 

O beauty that dost leave all beauty pain' 

Desidenum Indesideratum, p. 320 


Compare also 


Why have we longings of immortal pain. 

And aU we long for mortal? 

Ode to the Setting Sun, p 102 


Here undoubtedly a transcendent interpretation of this very feel- 
ing IS suggested The poet is inchned to think that these ‘longmgs 
of immortal pain’ arc a link with a spiritual reahty profoundly 
different fr®m ours 


6 The following lines from the poem ‘The Hound of Heaven’ 
concern, again, the deep-rooted dissatisfaction which the two 
passages above quoted searchiiigly express 

But not by that, by that, was eased my human smart 

The Hound of Heaven, p 91 
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Nature, poor stepdamc, cannot slake my drouth, 
Never did any milk of hers once bless 
My thirsting mouth 

Jd,p 92 


The extract last quoted certainly points to an ascctic view But 
generally, as I suggested, the poet’s attitude is neither ascetic nor 
transcendentalist He gazes into the depth of a icality which, as 
he conceives it, is present and intimate, living, and intelligible His 
religious belief allows for the personification of the ‘tremendous 
lover’ — ^in the poem ‘The Hound of Heaven’ — and undoubtedly 
has a great part in the sustained unity of the song, but there is 
nothing in its concepts and words which may not be understood 
as the expression of the intrinsic or eternal nature of love He does 
not pre-eminently see in the infinite the permanent, the stable 
He does not especially extol a reality outside time He does not 
emphasize the infimte as the unintelligible, the unknowable 
Again, he searches into it without tiacing it necessarily cither to 
a transcendent Deity or to a relatively transcendent influciiec (cf 
above, §§ 1-3) 


7 The subtle reality, to which the first quoted passages in this 
Chapter refer, is represented as the supreme value 111 our earthly 
experience This is implied in the following extract 

{The Poet addresses his Maker) 

The life I textured. Thou the song — my handicraft 
IS not divine ' 

A Judgement in Heaven, p 148 ^ 

Cf also, as regards poetry’s deep spontaneity, the following 
hnes (‘He’ refers to the poet ) 

Where he sows he doth not reap. 

He reapeth where he did not sow. 

Vision will mate him not by law and vow 
She waits him, unsuspected and unknown 

Sister Songs, ^ 45 

^ Italics in the text 
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8 In fact this subtle power is not the concern of a parcel-truth, 
for modern pseudo-scicntists to define it reflects the difference 
between that which is active, intimately formative, mstrmsically 
characterized, spiritually real, and that which is not And it in- 
volves the man’s whole personality In this respect, the following 
autobiographical fiagments may be of special mterest 

And ah' so long myself had strayed afar 

Fiom child, and woman, and the boon caith’s green. 

And aU wherewith life’s face is fair beseen. 

Sister Songs, p 30 

I who can scarcely speak my fellows’ speech, 

Id,p 33 

I know not equipoise, only purgatorial joys. 

Grief’s singing to the soul’s instrument, 

And foigctfulness which yet knoweth that it doth 
forget. 

The Sere of the Leaf, p 154 

9 The following images depict the actual cause more directly 

An inviolate soul of pleasure. 

To the English Martyrs, p 284 

Here pleasure is active, cf on this subject Chapters V, § 3, XV, 
§ 30, and Index 

Not of these things 

My weak endeavouring tongue. 

But of those simpler things 

Less heavenful the unstrained integrity 

Moving most natively. 

Of Nature Laud and Plaint, p 309 

Spontaneity is here dcsciibed as ‘unstrained integrity’ Spiritual 
integrity, the concept of which we have often met, is in this way 
directly mentioned Indeed we find the idea of it — and of the 
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‘wondrous sii'nple’ — repeatedly expressed, cf Id , I 43, The Mis- 
tress of Vision, p 187 See Chapter XV, § 32 

Spirit and flesh arc not sundcied, the material clement, in 
which — as Mcicdith says — love ‘gams vitality’, is not set aside 
Compare the passage 


Ah me ' my very flesh turns soul, 
Esscnccd, 


After her Going, p 86 


Out of this abject caith of me 
I was translated and cnskied 
Into the hcavenly-rcgioncd She 
Now of that vision I bcrcavcn 
This knowledge keep, that may not dim — 

Short aim needs man to reach to Heaven, 

So icady is Heaven to stoop to him, 

Ciacc of the Way, pp 234, 235. 

That falling kiss 

Touehing long-laid cvpcctanec, all went up 

Suddenly into passion, yea, the night 

Caught, blazed, and wrapt us round m vibiant fiic 

Love Declared, p 246 

The vital, essential ehaiactci of novelty (creative novelty) is 
emphasized Compare Carmen Genesis, II, 1 21, p 228, To the 
Sinking Sun, W 13-24, p 327 The idea also, that the very prin- 
ciple of free-will is contained in the nature of spontaneity, or at 
least of poetical spontaneity (cf Chapter XV, § 3 a), is — implicitly 
— asserted 

Poet ' still, still thou dost rehearse, , 

In the great of thy Verse, 

Creation’s primal plot. 

Carmen Genesis, p 227 ^ 

No doubt this conviction is born of the poet’s most profound 
experience, in poetry and more generally in art we draw near the 


^ Italics m the text 
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internal abyss of real productivity, which, in its ultimate nature, 
admits no past, no (external) cause 
Innocence, also, may be envisaged as an aspect of ongmal 
causahty It expresses something which is felt as primal — or, at 
any rate, as primordial and of cosmic sigmficance — that is found 
in life’s deep spontaneity It may convey the idea oisimpUaty, or 
It may reflect the moment of utter formlessness, which is con- 
tained in all intense renewal It may especially depend on and 
signify the obhtcration of the separate self, of its objectifying 
and most clcvci will, and thereby the disclosing of that very 
spontaneity and grace Francis Thompson particularly loves, and 
depicts, this ‘piimal innocence’ 

Thou art enshrined 
In a too primal innocence for this eye 

Sister Songs, p 48 

The hills look over on the South, 

And southward dreams the sea. 

And with the sca-breeze hand m hand 
Came innocence and she 

Daisy, p 3 


Y 
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Chapter XVIII 


SOME CONCLUSIONS 
CONCERNING AESTHETICS 


I The theory of an active principle, implying i ndctei niiiiacy and 
characteiizmg psychic activity, finds a fundamental develop- 
ment in the theory of ait It not only stiengthcns the conscious- 
ness of the poet and of the critic as to the ultimate foundation of 
the concepts which arc most active in poetry — and in ait in gen- 
eral ^ It IS also concerned with the ‘linutation of the sphcics’ — if 
I may boirow an cxpicssion fiom an Essa) by Katharine E 
Gilbert^ — with which philosophcis aic pai tienlail}' concerned, 
that IS to say, with the distinctive featuKs, the specific eha^actcis 
of ait, as compaicd with othci blanches of hunnn activity 
Yet, before entering into this subject, I must point out i mn- 
takc which has proved fatal, m my judgment, all thiough the 
history of aesthetics Aitthcones gencially fad, because they neg- 
lect or refuse to considci that the distincti\e elements of art — 
which may be necessary to define ait and to distinguish it fiom 
any other bianch of activity — aie one thing, while its funda- 
mental elements aic anothei The latter can also be faettns which 
arc not at all exclusively propci to ait, though tlie value of a 
given work of art may lest chiefly and essentially upon them 
What diffeicntiatcs a thing is not ncccssaiily that which most 
profoundly describes it 

I shall make this argument cleat cr, firstly by lecalling some 
aspects of art which I would call Tundamentar — and not dis- 
tinctive', that IS to say, not pioper to ait cxclusiveh 

^ It may strengthen or confirm such consciousness, but, m i more or less 
imphcit form, tins can hardly be entirely lackmg Cf also, with reference to 
art m general, II concetto delV xndetermmaziont, Part II, Ch-ipters I to V 
® The Relation between Aesthetics and Au-Oiticim, in The Journal of Phihi>ophyy 
26th May 1938 
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(1) Immanence of value is art’s funjlamental and most essential 
characteristic It means that each moment is not subordinated to 
something else and is not impoverished as a sheer means to an 
end Also, in its highest mtenseness, it means that the very present 
moment radically answers and in a sense annuls the being’s deep- 
est claim for ctermty But this immanent character is found also 
and essentially m heroism, and in the behaviour of the man who 
lives, as It IS said, in the grace of God 

(2) The feeling of the intrinsic or eternal character of thought’s 
and life’s inward values and modes, as prevaihng over the histori- 
cal tiansitory interest and the particular ends and objects, belongs 
to the essence of art, yet may be found also in the contemplation 
of a landscape, and in pure mathematics 

(3) The plastic power, that is to say, the immediate invention 
— ^bc It creation or adaptation — of the material conditions, may 
be found also in mimicry, in infeiior phantasies of dreams, m 
hysteiia, in mediumistic powers, and (I suppose) m orgamc 
processes 

(4) That which makes gieat the soul of a man who docs not 
look for small triumphs, and who easily forgets his own parti- 
culai self, impresses, or rather constitutes, the inmost rhythm of 
a work of art, nor can a work of art exist without it, but it is not 
exclusively proper to art 

(5) The discovery of the spirit — as that nucleus of kindred 
values which we have considered — is, if not the object, the spring 
of art Yet it is discovered and embodied also in ethical and, in 
some measure, in practical and in abstractly cognitive life 

(6) And the direct character of this discovery — a self-discovery, 
a self-realization — ^is also, under certain restrictions, a general 
character of mental activity 

(7) There 3>s a sense m which it is right to maintain that reahty 
hes in art pre-eminently This is the sense in which that is su- 
premely real, which, firstly, has in itself its cause^ and, secondly, 
as creative thought does, knows self-causality (mtimate, ongmal 
causahty) at once as a value of certamty and as a value of umver- 
sahty ® But it would be vam, again, and absolutely false, to seek 

iCf Chapter XV, §33 

* Cf Chapters II, § i (i) and DC, § 16 (3) See Index, ‘Reahty’ 
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even m this characteristic power of art anything belonging to 
It exclusively 

On the other hand, the distinctive element, which sets a bound- 
ary between art and other forms of activity, does not coincide 
with the innermost soul of art, nor does it contain art’s definition 
It ought really to be conceived as, and reduced to, a mere element 
of fact, the fact of a concurrence of conditions — among them the 
factors mentioned above — which is contingent and compara- 
tively secondary In order that there be a work of art, the original 
value of inner being, directly active and fuUy immanent, must 
realize itself in the world of mental presentments Moreover, it 
must express itself in mental presentments of a certain kind, and, 
though there may be intelligible reasons for this, it is only histori- 
cally that we know in which mental presentments and in which 
sensuous material artistic activity may develop, ehcitmg a full 
spiritual integrity and depth and deserving unconditionally the 
name of art In fact, we could well suppose an organic constitu- 
tion, different fiom ours, in which smell (not less than sound) 
would be the vehicle of art, and express spiritual hghtness and 
simphcity, and self-surrender, for instance, or a feeling of dis- 
satisfaction and of aching responsibihty, and reveal and embody 
the actual, ever-imtial, luminous cause of consciousness in all its 
inherent richness 

2 Among the characteristic and distinctive feature of art there 
IS, however, one which deserves a privileged place The liveli- 
ness of the sensuous material — ^its being originally active, a multi- 
tudinous source of man’s very intelligence and life — ^is essential 
and, in a high degree, peculiar to art ^ 

But we cannot understand the importance of this factor, nor 
Its full meamng, nor the possibihty of its very exis^nce, except 
through the conception I have tried to develop, namely, the con- 
ception of a positivity implying indeterminacy, coextensive with 
subjectivity, and contaimng — ^in embryo, a parte subjecti — the 
whole gamut of our psyche We cannot, except through this 

^ Cf my work Intelligence m Expression, 1925, Chapters I and II See, for a 
quite mdependent elaboration of a similar point of view, A Baratono, II mondo 
sensible, 1934, Chapters VI and VII 
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conception, understand the union between sense and meaning 
nor the aptness of sense to express the highest values Nor can we 
undei stand why, when we enter the realm of sensibihty, we 
enter the realm of God — a world more sensible, richer, truer, 
less one-sided, at one and the same time more impersonal and 
more intimately personal, far more favoured by taste, and by 
grace, and by wisdom, than the world of voluntary thought, 
which is that of external construction, and not of intimate 
growth 

Philosophers have generally undervalued sensation, and (a 
most lamentable, in my opimon, and almost incredible error) 
they have put the principle of the synthesis outside it They have 
considered sensation as entirely passive, a reality without prob- 
lems and without mysteries Poets have not followed the same 
way 

The fact is that the fundamental problems — and the funda- 
mental realities — of psychic activity are met m sensation no less 
than in sentiment, no less than m the wiU, no less than m cogm- 
tive activity I mean, for instance, such problems as the umty, or 
inner transparency, of the psychic present, the problem of a 
cause not entirely derived, the reahty, or else the illusion, of an 
actual origin of value (or quality), the degree of reality of mental 
activity 

3 Quite a different and opposite conception seems indeed to 
be that which is expounded by the late R G Colhngwood ^ 
Yet his arguments, m my judgment, are not convincing 

We do not see a colour in a painting, m the first moment, or 
separately, as a thing belonging to sentiency rather than to im- 
agination 2 I shall not enter, however, into a detailed criticism 
of CoUingwc^od’s statements I will rather point out a few mam 
errors, as they seem to me, and radical mental attitudes, which 
are the manifest starting-point of his theoretical constructions 

^ R G CoUingwood, The Principles of Art, Oxford, 1938 

^ The implication that the mere sensation (supposing it exists at all, or that such 
words have a meaning) has some prior nght of itself and then is ‘made out* , 
‘interpreted’, and almost put in its right place, by the work of a controlling 
consciousness, if we keep to the letter of the words, appears often in Colhng- 
wood’s pages (cf op cit , pp 141, 143, 194, 203-8, 309) 
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(i) Collingwood, m so far as sensations are concerned, agiees, 
under certain restrictions, with the methods of behaviourism, 
which identifies ‘the psychical with the physiologicaF ^ Sensa- 
tion IS relegated, as it were, into the borderland between matter 
and spirit Then the problem of the arising of spirit is divided 
into many problems and solved by supposing many successive 
additions — ^the arising of imagination, of attention, of intellec- 
tion ® Thus Spirit can be constructed out of a matter-of-course 
reahty, which, at least as far as the spiritual or psychological ele- 
ment IS concerned, does not require much explanation 
Perhaps these minor problems seem to be less mysteiious, and 
more easily approachable In fact, neither is their solution ob- 
vious, nor are they in the least explained, moreover, they are not 
really concerned with the highest and most essential values of 
consciousness, which they are supposed to lead us to explain In 
order to avoid swallowing the big mouthful — spirit — we delude 
ourselves by swallowing many small mouthfuls but this'is a 
desperate device 

For It is obviously not a recommendable method to try to 
suppose such subjectivity, from which subjectivity itself is almost 
blotted out — replaced by mere existents, processes of behaviour, 
reflexes, fields of force Is it subjectivity, or not^ If it is, it carries 
with Itself an enormous reahty, not moulded according to the 
requirements of an open or disguised mechanistic conception, 
and this, from its most rudimentary forms, from its very begin- 
ning And we ought to try to elicit, not to overlook, how this 
very rudiment can arise — ^unless we are willing to admit that its 
principle lies already in matter, or, on the other hand, that it has 
always virtually or actually existed as a principle quite distinct 
from that of matter Its reahty is too heavy and all-compact, in- 
trinsically rich, highly pecuhar, irreplaceable, unpredictable, for 
us to obtain it through the addition of items bereft of the prin- 
ciple Itself, that is to say, of quality, or explained through addi- 
tions of Items, the principle of which remains unexplained 
If subjectivity — ^i e quahty — appears at a certain moment m 
evolution, this fact must be faced, and pointed out m its diffi- 

^ R G CoUmgwood, op at , p 205 
^ Id ,td 203 ff 
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cuities and problems and in its magnitude, not mimrmzed, not 
surreptitiously introduced 

The gist of this is — to minimize thought's (or life's) original 
nature, and to have it home-made out of easily obtainable ma- 
terials, which hardly may present any problem whatever Reahty 
IS not like that And in a world where there is, as perhaps in the 
present time, a tendency to reduce everythmg to its quantitative 
and interchangeable aspects, in a world where the mystery and 
greatness of the quality tends to be lost, this or the like construe-- 
tons of thought's reahty replace very aptly, and in accordance 
with the main trend of the age,^ the exploration and at one and 
the same time the mtimately cogmtive expression of the same 
reality 

(2) An extrinsic process, as I think we may describe it, and a 
controlhng consciousness bringing it about, are everywhere con- 
sidered by the author as paramount This may be gathered from 
the following quotations ‘Nowfeehng as so dominated, com- 
pelied to accept whatever place consciousness gives it, is no longer 
impression, it is idea' » ‘ we have become conscious of our- 
selves as its masters’ (hts' of the impressions) ® ‘ a feeling 
which, in addition to becoimng conscious of it, tve have placed 
m its relation to others’ ^ ‘In tins new capacity, as losing their 
power over us and becoming subject to oui will, they (the impres- 
sions of the sense) are stiU feelings, and feehngs of the same kind 
as before, but they have ceased to be mere sensations and have 
become what we call imagination’ ® 

Nothing is more incompatible with art — and with the very 
nature of thought — than this extrinsic process The practice of 
putting a sensum m its right place does not constitute thought It 
can be understood but as a comparatively easy work, easily ad- 
mitting of substitution, a matter of cleverness, in tendency ex- 
ternal {in tendency for an inward or mtmtive element, a ghmpse 
of real intelligence, is never lacking, if we are speaking of thought 

1 To comply with it, however, is certainly not the atutude of CoUmgwood 
® R G Colhiigwood, oy cit , p 207 The italics are xmne — ^in this and m the 
following quotauons 
^ Id, tdy^ 210 
^ Id, id, ^ 213 
^Id,td, p 223 
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at all) Qualities developing on qualities, when self-discovering 
values are multiplied and lanships in the depth of the original 
cause are disclosed, this makes the irreplaceable texture of 
thought 

In fact, what is spoken of by the author is not spirit, nor con- 
sciousness, nor art, nor thought, but the wiU, in the narrower 
sense — a principle of hard transcendency over actual present- 
ments, which tends to suppress, to sterilize, to atrophy feeling 
and thought itself The controlhng consciousness has indeed an 
important function in art, and in thought generally, but it must 
remain secondary and keep a certain modesty It may be of great 
consequence both in the preparation and in the actual execution 
of the work of art, but it does not make its reahty The work of 
art possesses a self-sustaimng reahty, which is without compari- 
son vaster and stronger, of a far greater spiritual breadth, than 
that of the planmng wiU 

In a larger sense, obviously, the will can be identified with the 
principle of life itself, or with active love, for instance, or With 
a live feeling of responsibihty, or with any self-active value 
whatever But, in a more specific sense, it is a principle by which 
the immediate present moment, either in its ephemeral or in its 
eternal value, is demed, it is a prmciple superseding, oi paralysing 
sensibihty and value, and it is not, I think, the highest or the 
paramount form of consciousness For at the end what conquers 
a feehng is not, exactly, our control over it, but a higher feehng, 
for instance, a feehng of responsibihty, an original value, which 
— though generally overlooked or unnoticed — ^is the real strength 
and content of our controlhng wiU Let us also state again that 
the controlhng consciousness and that which is generally called 
Tree-wiU’ are only particular forms of freedom, though most 
sigmficant, but freedom hes essentially in value (cf Chapter XV, 

§ 35) 

I do not meet m psychic reahty the different levels of control- 
hng activity which are spoken of, nor do I find in such control- 
hng activities, or in ‘deasion’,^ the touchstone of consciousness 
where is the controlhng will, where is self-consciousness — as a 
necessary and outstanding element — ^m love, m self-surrender, in 
^ Cf R G Collmgwood, op. at , p aoy 
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chanty, m truths And love, art, vocation, value> self-revealing 
truth — are these not consciousness ;n the supreme degree^ 

Voluntary thought can only convert (or ‘amend’) a sensation 
into a poor generalization, never into that which is umversal— or 
felt as universal — because intimate It can never build up imagina- 
tion 

Original causahty shrinks from every external interfering agent 
which would defile and destroy its primal and powerfully po- 
tential character 

And also — ^there is no settled distinction between articulate 
and, on the other hand, inexphcit or undeveloped consciousness 
Explicit consciousness is always inexphcit and rudimentary as 
compared with a more exphcit and developed consciousness We 
cannot on so relative a point of difference build up any predica- 
ment whatever 

(3) The same author does not seem to lay stress on, or to 
consider adequately, the lihehness of a fundamental common 
nature of sensations To oppose, in a defimte way, the speciahzed 
sensxlous experiences and a non-speciahzed imaginative experi- 
ence^ (though this opposition, in certain respects, is undoubtedly 
true and fundamental), may involve a point of view which is 
wrong, in my opinion, and highly misleading For it is only 
according to a superficial view that we beheve ourselves to know 
our senses in their specific organs and functions as the all in all 
With truer insight, we feel, and we know, that their specifica- 
tions, though most important, are comparatively secondary We 
should be wrong in assuming that the positiveness of a sensation 
of red — ^its umty, for instance, and other imphed characteristics 
— ^has nothing to do with the positiveness of any sensation what- 
ever, of a burn, for instance, or the prick of a needle 

Seeing, like expression, hke consciousness-taking-shape, is first 
of all a value of actualization it is form, a primal intrinsically 
purposive motive-value The organ of sight is not, ultimately, its 
cause and does not exhaust its essence 

(4) ‘ Thus imagination resembles feeling in this, that its 
object is never a plurahty of terms with relations between them, 
but a single indivisible umty a sheer here and now The con- 

^ R G Collmgwood, cp at , pp 147-8 
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ception of past, future, the possible, the hypothetical, are as 
meaningless for imagmation as they are for feehng itself’ ^ Sup- 
posing, as It IS stated,® that we have no direct or introspective 
knowledge about sensation, but only about our more elaborate 
thought upon it, how shall we be able to assert that the notion, 
for instance, of the possible is entirely extianeous to sensation’ 

Such a demal — which is also a positive, and darmg, affirmation 
— ^is grounded on a general view, which seems to me defective 
If we only admit that there is in sensation itself something really 
active, and if we consider the concept of activity in earnest, and 
do not interpiet activity as a process of sheer necessity, a mere 
relation of conditionahty, then — since a positively indeterminate 
and potential character, as I mamtain, is implied in activity — we 
cannot, inferentially, deny to sensation the capabihty of the feel- 
mg, however vague, of the possible, as opposed to the given and 
to the past 

The fact, that the concept of something active — not a mockery 
of activity — ^has not been duly considered (which fact is the 
starting-point of many a wild theory and the cause of obvious 
blindness concerning many a problem), is certainly not without 
influence on Colhngwood’s conclusions 

4 I have come to the end of the unpleasant task of finding 
fault with an able and highly deserving author Coming back to 
my own contention, the reader must not feel alarmed if I speak 
of the infinite of a sensation It is rather the fimte than the infini te 
which IS lacking in our poorest sensations — for instance in the 
sensation of weight 

The destiny of the visible and the audible in art certainly de- 
pends, in part, on the fact of their happily joimng the fimte 
(seizing, as it were, things respectively in their spatial, or in their 
temporal, multiphcity and exclusion) and the infinite, that is to 
say, objective reahty and, on the other hand, an essentially inde- 
terminate, powerfully potential one I need only to look at the 
topmost part of a tree against a serene sky and I know at once 
the knot of all causes withm the compass of mtimate or subjective 

^ R G Collmgwood, op at , pp 223-4 

® Cf Id,td,p 205. 
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causality— /orm, which is both a value of actuahzation as far as 
possible determinate, and a value of active indeterminacy, or 
potency, or infinity That shining spot of sky, that isle of blue, 
between the clouds, is immediately and inseparably both a sen- 
sation of that blue, and a value of actual infimty — and freedom — 
without which the same lumimferous rays would not have ac- 
quired, through our own and our ancestial experience, this 
colour for us, but perhaps some other colour, if any colour at all 

The words which describe sensations, e g , "puie’, ‘simple’ — 
though the reference to the objective world may be overwhelm- 
ing — ^have a subtle and primal source in the very quality of he 
synthesis, which they reflect It may be objected that these quah- 
ties are really the quahties of the developed mental synthesis, 
iijhtch ive know, and not of the supposed unity of a moment of 
sentiency as such, and that these quahties aie superadded to a 
rough material which is too far from our consciousness, and in 
Itself too fleeting, for us to seize it and identify ourselves with it 
I answer, firstly, that we cannot assume that sensations — in so far 
as they are not previously ‘fixed’ (as they are said to be) by a 
supeiior power of consciousness — are so fleeting, and split up, 
and pulverized, that we would not be able to know them directly 
For we must not suppose that the limit to such fragmentariness is 
primarily dependent on the interference of that superior synthe- 
sis It depends, even without that, on the possibility of there 
being a sensation at all For sensation does not arise, I presume, 
if it cannot be a psychic reahty and possesses a certain unity and 
inward transparency 

Secondly, our every-moment experience — of our conscious- 
ness merging into sentiency without our noticing any difference 
except of degree — cannot be neglected It puts the onus probandt 
rather on him who advances such a wild hypothesis, namely, 
that we must construe sensation as an unknown quantity 

The negative and, m a certain sense, agnostic view about sen- 
sation seems to me far more misleading and unwarranted than 
the fact of attributing to sensation qualities which we can ex- 
press, and conceive, only in terms of our more developed and 
more articulate and conscious thought The onus probandt hes on 
him who asserts something about something, but this proposi- 
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tion, by Itself alone, means very little For also he who asserts 
that sensation is of a different nature from that subjectivity of 
which we may have direct knowledge, asserts something ulti- 
mately and tremendously positive The question is, what is the 
background of hkeliness from which, wittingly or unwittingly, 
we start, and fiom which such a proposition acquires its mean- 
ing 

5 On the othei hand, the characteristic feature of art of which 
we are speaking — ^the sensuous material kindled into life, essen- 
tially, intrinsically instinct with life and with intelligence — must 
neither be misinterpreted nor over-emphasized 

Sensation is pre-eminently subjected to its conditions, while, 
in language and in art, spirit vindicates its intrinsically and richly 
quahfied freedom In this respect, art is at the opposite end of the 
arch, so to say, as compared with sensation and sense-perception 

And, if we speak of the sensuous material in the present con- 
nection, It is not the sensuous material itself which matters, but 
quality alive and enriched in and through a widespread contact 
with objective conditions — ^which may be external to our organ- 
ism or only inteinaU In connection especially with physical 
reality, the ontological meaning of this characteristic feature of 
artistic or poetical thought is mainly this art shows that the de- 
cried ‘point of insertion’ between matter and spirit, so wrongly 
spoken of, considered as a stumbling-block — as a thing to be 
accounted for by denying it altogether, through some circuitous 
ways — ^is the very life and embodiment of the spirit, its richness 
and Its revelation 

Let us also remember that there is an inclination to hold fast 
to distinctions as dogmas — ^not religious, but no less mysterious, 
to cherish them especially in their non-intelligible character, to 
idohze them with the same, though disguised, obstinacy, with 
whlch/^^^:^5 are idohzed There are not, however, or there should 
not be, such forbidden termini in philosophy We may ask our- 
selves Why is this feature characteristic of art? 

A multitudinous source of hfe and intelligence is widely kindled 

^ Cf Intelligence in Expression, last Part, Originality oj Thought and its Physio^ 
logical Conditions 
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in all the quahties of things The tnpartition subject-object- 
means — which allows only for extrinsic action, arid according to 
which nothing really originates — ^is either nulhfied or relegated 
to a secondary and subsidiary position, and the self-fed flame, 
perpetually playing on the abyss of nothingness, pervades deeply 
and widely the world of the artist and absorbs his practical per- 
sonality Yet this very self-activity, which forms, a parte subject!, 
the quahties (and relations) of the objects, is found also, is also 
operative, in all genuine theory, in all creative work of the 
scientist, who is absorbed in his subject-matter and made the 
servant of his thoughts The richer, unlimited material of expres- 
sion in art, does not make a substantial point of difference 
Thus we are still faced with characteristic features which are 
only elements in the definition of art, and the value of which 
depends on their concurrence with other elements and on their 
intensity — a matter of degree What is fundamental in art, and 
in Its defimtion, is the self-discovering and self-realizing of an 
original causal principle in its mamfold aspects and m its integrity 
Art IS the perpetual discovery and embodiment of the spirit — 
1 e , of an original causal principle, felt and deepened in its in- 
trinsic or eternal character It is, however, this essential discovery 
when It is reahzed in and through a sensuous material which is 
Itself active, itself kindled into a self-substantial quahty, itself 
witnessing the same omm-origmal cause 


6 The problem oj the 'social function of art In the passages of the 
English poets which I have quoted, there is nothing, so far as I 
can see, that could be considered and recogmzed as pecuharly 
Enghsh (And certainly it is not for this reason that I have meant 
to select these passages, but for their beauty and meamng ) We 
may say, no doubt, that m English poetry, and in the passages 
here quoted, there are subjects which constitute, more frequently 
than perhaps in all other poetry, the exphcit motive-value of the 
verses for instance, the deep spontaneity of hfe and thought — 
the interest in the ‘core’, the ‘heart’, the ‘spirit’ of life, the very 
hfe of hfe, its innermost soul — which is imphcitly conceived as a 
principle and not as a compound, or the pity for the wordless 
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animals, and the feehng of a common principle or the foreboding 
of It in all forms of life But these are not distinctive features, 
enabling us to recognize that this or that poet is English, and not 
of another country In fact, for instance, I find the most intimate, 
moving, poetically highest words about a dying skylark, wounded 
by a hunter, in the strains of a Calabrian poet, Antonmo Amle 

To vindicate that which is human and, more than human, 
essential and umversal because of its intimate and profoundly 
original character — this is the moral value of art To contrast and 
supersede conventional values, and to oveicome aU forms of 
social and political group-sohdarity and their bhnd spirit of ex- 
clusion and egoism, and to rebel against the excess of orgamza- 
tion which kills the heart of man and hfe itself, this is the ‘social’ 
function of art 

Extreme nationahsm is a very powerful thing, and gruesome 
It has been checked through the ages by lesser evils for instance, 
other forms of group-sohdarity, less powerful and less complete, 
and, in so far, less cruel or more moderate — as when a nobleman 
of one country felt himself nearer to the nobleman of another 
country than to his humble neighbour, religious struggles, the 
fact of nations being divided and allotted according to dynastic 
interests, anarchy But are there only evil forces which can prac- 
tically save real patriotism — real love for one’s own country, not 
nourished with hate and blind pride — ^from degenerating in ex- 
treme nationahsm, the enemy of charity and truths There are 
certainly also forces of good, but, notwithstanding their highly 
potential character, and their constancy, they seem not to be 
effective enough, at a given moment, against the lower nature of 
man 

One of these positive factors is Christianity, which teaches 
that, in the humblest conscience, there are moral values that are 
superior to the egoism of the State And another, even less de- 
pendent on historical contingencies, is art Hate, cruelty and 
presumptuous arrogance have never made good poetry — and 
this is a test of their being or not being rooted in the very depth 
of the spiritual essence Freedom must perpetually merge in its 
eternity, love must be felt as a reahty ex principio, that is to say, in 
Its mtrinsic, omm-original character, self-reahzation must be at 
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one and the same time a self-transcending pnnciple, Or else they 
have no poetical value They masi be felt as belonging not only 
to man in general, not only to man essentially or umversally, 
beyond any barrier, but to hfe itself, even to being itself, and to 
Its destiny, whatever it may be 


7 In almost all my preceding works I have persevered in the 
study of something really active, which intelhgibly contains the 
essentials of our psyche Tins conception I have expounded in a 
more exphcit and conclusive way in my last book, on the con- 
cept of indeterminacy (cf especially Part II, Chapter III) In the 
present work the same conception has been further elaborated 
and, following on the footsteps of the poets whom I have quoted 
and m the light of their exalted thought, some new develop- 
ments have been attained Thus we have learned the distmction 
between an actual mfimty, and a deeper infinity more directly 
depending on the pnmal character of self-activity We have seen 
more closely the vital relation between form and mfimty We 
have apprehended, I dare say in terser terms, the problem of 
value, while following the endeavour to explain it either imma- 
nently or transcendentaUy We have distinguished spirit from 
mental activity m general, not pragmatically, nor dogmatically, 
but as mental activity itself in the full display and depth of its 
freedom, disclosing in a higher degree its intrinsic nature and the 
multiphcity and umty of its aspects 
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